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ABSTRACT 
The purpose of this case study was to investigate and analyze the role of music 
education as it had been programmed and executed over a period of thirty years (1979-
2009) within an evangelistic Southern Baptist Church, the First Baptist Church of 
Panama City. It also analyzed the perceptions of the congregants at large and participants 
within the musical organizations that comprised the Music Ministry concerning the 
effectiveness and influence of the music education programs of the church during this 
same time period. To the researcher's knowledge, current quality research was not readily 
available concerning the role of music education within the framework of a local 
Southern Baptist church's Music Ministry. This study sought to qualitatively examine 
one particular church's Music Ministry and its educational facets in a holistic fashion. 
The specific research questions to be answered through this study were as follows: 
1) What were the perceptions ofRev. John Boozer concerning the church Music 
Ministry and the music education facet of that ministry, during his tenure as Minister of 
Music and Instrumental Director at the church? 
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2) What were the perceptions of congregants regarding the Music Ministry of the 
.. 
church and music educational facet of that ministry, during the 30-year period of 1979-
2009? 
3) What were the perceptions of participants within the various musical 
organizations regarding the Music Ministry of the church and music educational facet of 
that ministry, during the 30-year period of 1979-2009? 
4) How did perceptions of congregants and music ministry participants compare 
regarding the Music Ministry of the church and music educational facet of that ministry 
during the 30-year period of 1979-2009? 
Individuals, including Boozer, church congregants, as well as Music Ministry 
participants were interviewed. Surveys with Likert-scaled responses were administered to 
the congregation, as well as to the participants in the choirs and orchestra that comprised 
the church's Music Ministry. Therefore, the educational facets of this specific church' s 
Music Ministry were qualitatively researched, evaluated and chronicled. 
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1.1- Introduction 
CHAPTER I 
INTRODUCTION & OVERVIEW 
Universally, religious traditions incorporate the medium of music within the 
context of their various religious services, worship experiences and rites. This study 
examines musical and educational practices within the Christian tradition in the United 
States. Church members and their pastoral leaders rely upon the participants within their 
congregations, choirs and instrumental groups to be musically prepared for their various 
religious services. Yet the role of music education within the local church setting has not 
been documented or explored at the local level, especially within the present-day 
Southern Baptist denomination. This research endeavored to fill this void by exploring 
the role of music education as programmed, developed and executed within a specific 
Southern Baptist church, the First Baptist Church of Panama City, Florida, during a 
specific era (1979-2009). 
Historically, music education has been an important feature of the educational 
system within the Southern Baptist Convention. This place of prominence has been 
demonstrated through the annual scheduling of instructional conferences and seminars at 
regional centers worldwide; the offering of music and music education degrees at 
denominational colleges, universities and seminaries; the abundance of sequential 
educational materials that were written, printed and promoted by the denomination's 
publisher; the staffing of state music directors by the denomination to promote an 
educational agenda; a prominent fmancial commitment at all denominational levels 
1 
including significant budgetary commitments at global, national, state, and local church 
levels, and the weekly scheduling of rehearsals for choirs, ensembles and instrumental 
groups at the local church level. From the inception of the Southern Baptist Convention, 
music education was deemed by denominational leadership to be a subject worthy of a 
significant level of commitment. Paradoxically, a philosophical shift has occurred within 
many evangelical denominations, particularly within the Southern Baptist Convention 
within the last two decades, in which the importance of music education within the 
church has diminished to a new understanding of worship. Because this newer model 
would evoke visceral responses on multiple levels that a music education agenda would 
not illicit, the role of music education has experienced a significant decline on all levels 
within the Southern Baptist Convention. This can most vividly be demonstrated in the 
declining number of educational conferences scheduled at the state and national levels, 
and the decreasing number of denominational publications that have music education as 
their theme. To the contrary, the need for trained musicians in the church has not 
diminished. As the educational system seemingly eroded, the need for trained musicians 
became more evident due to the dwindling music education opportunities offered within 
the local church. 
1.2 - Importance of Topic 
Many present-day musical and pastoral leaders of the Southern Baptist 
denomination have in theory and practice abandoned weekly choral and instrumental 
rehearsals to promote this new popular worship agenda, or they have downplayed their 
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importance to the point that choral and orchestral groups are no longer effective as 
worship leading ensembles within their specific churches. Churches that embrace this 
new philosophy often offer a more contemporary atmosphere in their musical offerings, 
and incorporate vocal ensembles, called praise teams, and instrumental bands, called 
praise bands, within the context of their church services. Many times, these musical 
groups are often forced into a weekly routine of rote instruction and memorization for 
that particular week's service music, because an educational system within the church is 
no longer offered, and/or these musicians are often self-taught musicians without a music 
theory background. These contemporary musicians quite often are able to play the 
instruments with technical proficiency or sing the songs with great ability, but lack the 
educational background to knowledgeably understand what is being performed. 
Simultaneously, churches that feature traditional or blended musical practices often 
continue to offer structured music education. These churches most often include choirs, 
vocal or instrumental groups, bands and orchestras, yet many of these churches are often 
viewed as out of touch with more contemporary musical practices and preferences. While 
the need for music education continues to exist regardless of the local churches' preferred 
worship styles (traditional, blended or contemporary), many churches within the Southern 
Baptist Convention have ceased to offer Sunday evening schedules, which not only 
allowed for an additional time of corporate worship but also offered additional 
opportunities for choirs and instrumental groups to rehearse and perform. 
As demonstrated in the literature review that follows, a void exists of relevant and 
more importantly, current literature and research concerning the role of religious music 
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education at the local church level, regardless of the denomination. This research 
endeavored to address this void concerning music education within a specific evangelical 
denomination, the Southern Baptist Convention, as programmed and implemented at a 
local church, the First Baptist Church of Panama City, over a protracted period of thirty 
years (1979-2009). 
1.3 - State of the Field 
For many years, the theoretical and practical approaches to music education 
within the Southern Baptist Convention were successively structured and implemented at 
all levels within the denomination. Instructional materials were designed to build 
progressively upon the previous course or instructional materials. Recent developments 
and changes in musical worship practices that have been most pervasive within the last 
two decades, have resulted in the cessation of many of the denomination's former music 
education courses, practices and literature. Additionally, the disbanding of choirs for 
praise teams and orchestras for praise bands has occurred at many local churches. This 
programmatic change has resulted in fewer participants, which in turn, has resulted in 
fewer people preparing themselves for future musical service within local churches. This 
is also true at the denomination's colleges, universities and seminaries. For example, 
several Southern Baptist seminaries have either closed their schools of music or 
combined them with other departments within their respective institutions. This practice 
reflects a new consideration of worship. With the cessation of Sunday evening 
programming in numerous churches, a declining number of youth and children choirs are 
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offered at local churches, as well as a decreased number of rehearsal and performance 
opportunities afforded these same groups, if they exist at all. Southern Baptist 
organizations at the state and national levels require the financial support and 
participation of the members of the local churches. Therefore, the denomination's 
musical leaders have of necessity ceased many, if not most, of their former music 
education practices and training opportunities in order to schedule conferences and 
classes, which focus on contemporary worship forms. Since these conferences must 
sustain themselves fmancially, numerous music conferences at state and national levels 
have been cancelled due to a lack of attendees. Seminaries are experiencing declining 
music enrollments or have closed their music departments. These examples only intensify 
the relevance of a current study of music education at a local church level. 
1.4 - Field Research Problems 
Within the Southern Baptist Convention, no ecclesiastical body exists to govern 
the practices of individual local churches. Each church is autonomous and is therefore 
free to decide policy, schedules and functions for their specific local church congregation. 
Often these are determined or influenced by the current pastoral/ministerial staff. Only 
instances of extreme deviation from accepted interpretations of the Bible and 
denominational doctrines would halt the autonomy afforded local Southern Baptist 
churches. 
While there are several musical styles in which churches may resemble one 
another (traditional services, blended services that would include a mixture of traditional 
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hymns and modem praise songs, or strictly contemporary services), each church is free to 
determine its own desired service format and rehearsal schedules, as well as how to 
utilize its preferred musical styles and preferences into their worship services. Gradations 
of all styles and genres presently exist on this musical worship continuum within the 
Southern Baptist Convention. This makes the study of music education practices even 
more problematic. An overview of music education practices at a specific local church 
over a protracted period of time could potentially offer insights into the functioning of 
music education endeavors in a modem setting by highlighting both potential strengths 
and weaknesses, as well as by exploring relevant trends as implemented in this specific 
church during the time period researched. 
1.5 - Dissertation Outline 
Chapter One introduces the context and problems explored within the dissertation. 
Chapter Two begins with a broad overview of biblical teachings concerning music 
education in Judeo-Christian traditions. While these biblical references are not intended 
as scholarly sources within the field of music education, they are offered to give insights 
into the teachings that have guided Judeo-Christian religious traditions, and in this case, 
specifically the Southern Baptist Convention- a denomination, which through the years 
has publicly professed its belief in biblical authority. Secondly, literature concerning 
music education within the church will be discussed. 
Chapter Three details the research process that prominently features a written 
survey, as well as interviews that were administered to congregants-at-large and music 
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ministry participants (sixth grade and older). Participation at all levels was voluntary. The 
survey focused upon the respondents' perceptions of the role that music education played 
within this specific church over a thirty-year period of time. Individuals were asked to 
respond on a Likert scale to statements concerning the role of music education for 
children, youth, adults, orchestral members and congregants-at-large. Both eras of the 
church's music ministry administrations during the thirty-year period (1979-1990 and 
1991-2009) were included in this survey. Participants were asked to respond only to 
statements that were reflective of their personal level of experience in this particular 
church. While respondents were not required to be church members in order to 
participate, instructions were given that indicated that only active attendees were eligible 
to participate, in order to collect knowledgeable and insightful responses. Opportunities 
were extended to individuals in the form of open-ended responses. 
Two dozen individuals were interviewed to explore personal perceptions of the 
church's music ministry, the role that music education played within this specific church 
and any perceived benefits that they, their family members or the church-at-large had 
received from or through this church's specific ministry. A broad demographic was 
selected. Some respondents possess degrees in music or music education, while others 
were not musically educated beyond their personal participation in school and/or church 
choirs and bands. Most interviewees were members of the church and had been so for a 
significant length of time. This allowed many of them to respond to two periods of 
leadership being researched and to discuss any trends that they had observed during their 
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church involvement. Several denominational music leaders were interviewed to explore 
trends within the denomination at-large. 
1.6 - Summary 
Through the research process, it became apparent that a void of relevant and 
current church music education literature existed, and that music education had 
significantly evolved within the thirty-year span, which delimited this research not only 
in this specific church, but the Southern Baptist denomination at large. The goal of this 
research was to offer a tangible example of one local church's music education practices 
over this protracted period of time, and any changes in approach that may have occurred 
in the music education philosophies and practices. Ultimately, it was hoped that by 
exploring both the strengths and weaknesses of a Southern Baptist music ministry over a 
protracted period of time, implications for music education within a local church setting 
might be reasonably drawn, which could offer insights in shaping future educational 
philosophies and practices at the local church level. 
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CHAPTER II 
LITERATURE REVIEW 
2.1 - Background 
From earliest recorded history, music has played a pivotal role in religious 
ceremonies around the world. To express their religious fervor and devotion, both 
individually and collectively, people frequently incorporate musical expressions in 
worship and praise. 
Mark and Gary state: 
..... the history of music education in Western civilization begins with the 
Hebrews because in their culture, unlike others, music was part of the lives of all 
the people and not just the domain of professional musicians. The Hebrews were 
unusual among ancient peoples in believing that music was not an invention of 
the gods with the power to influence morality and affect behavior. To the 
Hebrews, music was a human invention; they used it in worship and work, and 
probably for enjoyment as well (1999, p. 3) 
To the Hebrews, music was viewed as an avenue to praise their God. Everyone 
was expected to participate in this action of worship (Ibid., p. 4). Moses, the leader of the 
Jews, was identified as the "first true music educator" of antiquity (Ibid.). Not only did 
he lead the Jewish people into a unified force and entity, he also united them under the 
common goal of their religion (Ibid.). The prophet Samuel and King David "organized 
the complex use of voices and instruments that became an integral part of the (Jewish) 
religious service" (Ibid., p. 8, clarification added). 
Formalized music education, much in the same manner as the "singing schools" 
ofthe 18th and 19th centuries, began in the Hebrew culture (Ibid., p. 5). Mark and Gary 
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state that the "representatives of the people traveled to Jerusalem each year from every 
part of the kingdom" for musical instruction from trained musicians (Ibid., p. 5). 
Within the Judea-Christian tradition, musical expressions are focused on 
worshiping God, formally acknowledged by the name "Jehovah" (Psalm 83:18). More 
specifically, within Christian faiths, Jesus Christ is acknowledged as the "Son of God" 
(Matthew 8:29; 14:33; Luke 1:35), and to believers, he is worthy ofpersonal devotion, 
worship and musical praise. Musical expressions are a central facet of Judea-Christian 
worship experience. In keeping with this religious and philosophical position, music 
education within the Christian church has historically played a vital role in training 
individuals for future religious service and worship. 
Mandates for musical instruction exist throughout the Bible. Directions were 
provided concerning the selection of singers (I Chronicles 15: 16; II Chronicles 5: 12), 
their purposes both in worship and in war (I Chronicles 23; II Chronicles 20:21; 35:4), 
how these singers were to be attired (I Chronicles 15:27; II Chronicles 5: 12), and detailed 
musical instructions as to how they should sing (II Chronicles 5:13; 29:25). It is apparent 
from these citations that music education was vitally important for those who were 
chosen to musically serve their God. 
The importance of music education in ancient Hebrew culture is especially 
evident in the biblical books of I and II Chronicles, I and II Kings and the Book of 
Psalms. In the 25th chapter of I Chronicles, there is a vivid account concerning the 
musical instruction ofthe "captains of the host." This passage states: 
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All these were under the hands oftheir father for song in the house of the LORD, 
with cymbals, psalteries, and harps, for the service of the house of God, according 
to the king's order to Asaph, Jeduthun, and Heman. So the number of them, with 
their brethren that were instructed in the songs of the LORD, even all that were 
cunning, was two hundred fourscore and eight (I Chronicles 25:7). 
This biblical citation specifies that these children were to receive their musical instruction 
"at the hands oftheir father." One could logically assume that the father was to be the 
instructor himself. Everyone was to be musically educated. 
In II Chronicles 5:12-14, the Bible records a supernatural event that was 
associated with the performance of trained temple musicians. The children of Israel were 
dedicating the Temple. The choir and orchestra consisted of thousands ofLevites. There 
were 120 priests playing trumpets alone. Thousands of musicians were gathered together 
at the east end of the altar. They were arrayed in white garments. Author Lindsey York 
states: 
The Bible says, 'When they lifted their voice with the trumpets and cymbals and 
the instruments of music,' that they made one sound in praising God; in other 
words, they had so practiced and rehearsed their musical number that they were 
all able to sing together, even though they were numbered in the thousands. They 
lifted all of their voices as one great voice, with the musical instruments, and 
praised God in song. The Bible says that God was so pleased with their music that 
a great cloud filled the house of the Lord and the cloud was the glory of the Lord. 
The place was so overwhelmed with this demonstration of God's approval that the 
priests could not stand to minister to the people (1979, p. 14). 
Both the scriptures and York imply that the preparedness of the musicians resulted in a 
supernatural presence in the Temple. Don Wyrtzen states that this biblical example 
"indicates a wedding of knowledge and experience in the arts, in government, (and) in 
business (2006, p. 3, clarification added)." He writes: 
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Skill itself is related to the Hebrew concept of wisdom .... There is a strong 
commitment to craft and to excellence in the Jewish culture. The cultivation of 
skill and the discipline always required to develop it are major priorities in 
Scripture (Ibid.). 
The ancient Hebrews recognized the potential power of music and the importance for 
their temple musicians to be musically educated. 
The Apostle Paul wrote of the important role that music played within early 
Christian worship. He states that in order for one to be an effective church musician, this 
person must possess both musical knowledge and skill (I Corinthians 14:15). Reginald 
McDonough states, "This (scripture) suggests that the singing should be Spirit-filled and 
that the singing should be understood by the singer ... If there is no understanding, the 
singing has no meaning" (1980, p. 131, clarification added). 
The Apostle Paul further instructs the Ephesian believers in the importance of 
musical worship: 
... but be filled with the Spirit; speaking to yourselves in psalms and hymns 
and spiritual songs, singing and making melody in your heart to the Lord 
(Ephesians 5:18-19). 
Guthrie proposes that three of the five commands to be filled with the Spirit were directly 
related to music- speaking, singing and making melody (2011, pp. 387-388). He states, 
" ... it is fascinating that the author (Paul) should make such a strong connection between 
Spirit and song" (Ibid., p. 388, clarification added). Alluding to the didactic, pedagogical 
nature ofNew Testament song, Guthrie quotes Gordon Fee as he states that the worship 
of the early church was "two dimensional- addressed both to God and to one another; 
meant for both the worship of Christ and for the continuing instruction of God's people" 
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(G. Fee, in J. Begbie and S. Guthrie, 2011, p. 389). 
Michael O'Connor proposes that "it ought to come as no surprise that Jesus, the 
teacher and leader of Christian prayer, should himself pray in song" (M. O'Connor, in J. 
Begbie and S. Guthrie, 2011, p. 435). Citing both the New Testament Gospels and 
accepted knowledge of musical worship practices of that era, he deduces that music, and 
especially singing was a natural expression for Jesus. O'Conner states: 
... Jesus grew up in a lyrical culture and worshipped in a setting that used 
musical/lyrical forms regularly and with ease. It would have come naturally to 
him to sing at prayer; indeed, it would have been unnatural not to do so (Ibid., 
p. 439). 
He further declares that since Jesus "did not shun the use of human words, human 
gestures, and human postures ... he did not shun human music" (Ibid., p. 440). Therefore, 
one could reasonably expect that Jesus was musical and musically trained. 
The Second Vatican Council embellished this same concept further: 
Christ Jesus, high priest of the new and eternal covenant, taking human nature, 
introduced into this earthly exile that hymn which is sung throughout all ages in 
the halls of heaven. He joins the entire community of humanity to himself, 
associating it with his own singing of this canticle of divine praise (circa 1965, 
cited by O'Conner, in J. Begbie and S. Guthrie, 2011, p. 443). 
Speaking of the transcendent nature of congregational singing, as well as its 
powers and ramifications within and for the church and worshipper (whether Christian or 
not), Thomas Aquinas states: 
Singing enables praise because it involves the whole person: it is at once mental, 
emotional and muscular, a work of the spirit and a work ofthe flesh, a work of 
individuals and a work that fosters fellowship (cited by M. O'Conner, in J. Begbie 
and S. Guthrie, 2011, p. 452-3). 
James Luck, former faculty member within the Department of Church Music 
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Education and Supervised Field Work at Southwestern Baptist Theological Seminary, 
declares the pervasive need for music education within the modem church, as he states: 
Music is so completely a part of every organization (within the church) and 
worship service that it cannot, and should not, be set aside and thought of as an 
entity in itself. Church music education should be an extensive, continuous, 
organized training program in the music life of the entire constituency of the local 
church ... First of all, the people need it. Adults need music education because 
opportunities elsewhere are negligible ... The primary purpose is to complete or 
supplement the training of the child ... There is always a demand for pianists, 
organists, song leaders, choir members, soloists and leaders for other musical 
activities. It is more desirable for the church to build its own supply of 
musicians .. . We must strive to influence all church members in order that they 
will grow the understanding and appreciation ofbetter music in worship (1955, 
p. 64, clarification added). 
Music education can play a pivotal role in local church settings, therefore providing a 
rationale for this study. Its purpose was to investigate and analyze the role of music 
education as it had been programmed and executed over a period of thirty years (1979-
2009) within a specific local Southern Baptist church, the First Baptist Church of Panama 
City, as well as to analyze the perceptions of the congregants at large and participants 
within the musical organizations which comprise the Music Ministry, concerning the 
effectiveness and influence of the music education programs within the church. 
2.2 - Who are the Southern Baptists? 
With approximately 300 people in attendance, the Southern Baptist Convention 
(SBC) was organized in May 1845, at the First Baptist Church of Augusta, Georgia. 
William L. Hopper declares that this fledgling denomination was formed to "provide a 
strong, centralized direction for denominational affairs through boards, without infringing 
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upon the spiritual rights of individual local churches" (1963, p. 120). This new Baptist 
denomination determined that they could be more effective in their evangelistic 
endeavors at all levels if they were given direction by denominational leaders, and at the 
same time be afforded the freedom of local church autonomy. 
As its name implies, this new denomination was originally focused regionally 
within the people of the Southern United States, where two-thirds of its members could 
be found (Bearden, 1980, p. 13). However, within the last 254 years, the SBC has 
developed beyond regional and continental boundaries. With evangelistic, mission, 
musical and educational endeavors which reach numerous countries around the world, 
there is presently a significant discussion within the SBC concerning a possible 
denominational name change that would be more reflective of the worldwide Protestant 
denomination that it has become (M. Foust, Baptist Press News, February 17, 2004, p. 1). 
In 2007, the SBC's statistical reports stated that the denomination had 16,266,920 
members worldwide. These same statistics listed 1,444,837 people as enrolled in "Music 
Ministry Ongoing Enrollment" (Lifeway Research). This number indicated people who 
were actively enrolled in choirs, orchestras, vocal ensembles, instrumental ensembles, 
handbell choirs and positions of musical leadership within local churches. While these 
figures are impressive indeed, it is important to consider that in 1982, the SBC reported 
that 1 ,634, 77 4 people were enrolled in Music Ministries (Forbis, 1984, p. 18). This 
reflects a decline of 12% over a 27-year period. Given the close proximity of the years 
reported in these statistics to those years delineating this research, this reported decline 
even further reinforced the need for music education research within the Southern Baptist 
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denomination. 
Within the state of Florida in 2007, the SBC reported 1,093,701 members 
(11.25% of total membership). During this same calendar year, the Florida Baptist 
Convention also reported having 106,457 people enrolled in "Music Ministry Ongoing 
Enrollment" (10.27% of total statewide membership was enrolled in Music Ministries) 
(2007 SBC Florida Baptist Convention Statistical Profile). 
The SBC supports colleges, universities and seminaries worldwide, which offer 
bachelors, masters and doctoral degrees in a myriad of studies, including music and 
music education. The SBC sends music missionaries to not only musically educate 
people within its schools worldwide, but also to work within local churches and 
communities. These music missionaries mix their musical instruction with the 
evangelical teachings of the denomination. Worldwide, the SBC financially supports the 
musical instruction of individuals desiring to be professional musicians within local 
churches, while it also seeks to musically educate those who volunteer within their local 
churches as children's choir directors, pianists, organists, instrumentalists, song directors 
and choir directors. 
While providing guidance and instruction to these individuals, the decision-
making process of the local church, its autonomy, is guarded as sacrosanct. This freedom 
for the local church to make decisions that are appropriate to its congregation is a crucial 
facet of Southern Baptist polity and was one of the founding tenets of the SBC. Despite 
this autonomy, some commonalities do exist among churches of differing Baptist 
denominations including the organizational structure of the pastoral and supporting 
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ministerial roles, the church's leadership positions (most often residing in the role of the 
church's deacons), the organized study ofthe Bible in Sunday School classes, the 
importance of musical worship experiences and ultimately, the preeminence of the 
sermonic message to the overall worship experience (T. Smith, 1990, p. 225). It is 
important to understand that within the Southern Baptist denomination, no ecclesiastical 
organization exists that can mandate or override the daily operations of the local church 
except in extreme deviations from accepted biblical interpretation. To the contrary, some 
of the other Baptist denominations have governing bodies that exercise extensive control 
over their local churches. While the Southern Baptist denomination and its respective 
seminaries recognize the need for organized musical instruction, there is a void in current 
research concerning the role of music education within local Southern Baptist churches. 
Therefore, this study of one particular church, the First Baptist Church of Panama City, 
Florida, would provide a particular understanding, in the form of a qualitative case study, 
of music education over a period of 30 years. This information could be insightful for 
future Ministers of Music not only in this setting, but, hopefully, for music educators in 
the SBC and in other religious communities and traditions. 
2.3 - The Development of Southern Baptist Church Music 
In 1984, Hugh T. McElrath, then professor of church music at the Southern 
Baptist Theological Seminary in Louisville, Kentucky stated, "The story of Baptist 
church music is yet to be written (p. 4)." This statement could have possibly been made 
due to the evolutionary nature ofhymnody within local churches, co-mingled with the 
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individuality and autonomy of each congregation. The history of hymnody itself is well 
recorded; however, Baptist church music as a whole goes well beyond hymnody alone. 
Due to the autonomous and individualistic nature of each Baptist church mixed with the 
effects of popular (secular) music on today's sacred musical genre, one would indeed 
struggle to defme a standardized Baptist worship format. This research project sought to 
fill such a void, in part, by delineating the progression of church music education, as well 
as its resultant musical functions and styles, in one specific church over a period of 30 
years. As such, this study endeavored, in part, to fill the void in Baptist church music 
education to which McElrath refers. 
Labutta and Smith state that the Northerners which migrated to the South were 
"distressed by the state of music in worship" and the high illiteracy rate of worshippers in 
the South, which included slaves and unschooled laborers (1997, p. 10). Largely due to 
illiteracy, the practice of "lining out" was employed. This was a method of rote 
memorization in which a deacon would read out a line of a psalm that in turn would be 
repeated by the congregation to a prescribed tune (Mark & Gary, 2007, p.69). Labutta 
and Smith state that this practice often failed because the deacon would often simply read 
the text and not sing it (1997, p. 10). A working knowledge of music or song melody was 
therefore required for this system to be successful (Ibid.). Calvinist practices further 
required that worshippers understand the lyrics to be sung (McElrath, 1984, p.4). The 
singing schools that followed provided instruction in reading musical notation as well as 
much needed social gatherings. They also played a pivotal role in the development of 
choirs within the fledgling Baptist denomination, as the "more skilled singers (most often 
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graduates of the singing schools) began sitting together in special sections of their 
churches" (Mark and Gary, 2007, p. 11, clarification added). Surprisingly, these informal 
choral gatherings within the churches "created considerable dissention among 
congregants through the end of the 18th century" because they were seen as "deviations 
from tradition" (Labutta & Smith, p. 11 ). The singing schools were a private enterprise 
that offered systematic musical instruction, were held in communities, often in a 
classroom, church, courthouse, private home, or some other convenient place; were 
taught by music teachers or singing masters for a protracted period of time (most often 
for three months or more), and culminated in public performances of the music learned 
(Marks & Gary, 1999, pp. 72-73). The singing schools of the North often met "in homes, 
public meetinghouses, and even saloons" (Keene, 1987, p. 12). While preparing people to 
be musically proficient, these singing schools met social needs as well (Mark & Gary, 
2007, p. 78). Marks and Gary suggest that "the social aspect of the singing school was as 
important as the musical" (Ibid., p. 74). Even though the music was initially sacred, 
secular music was later incorporated into the music curriculum of the singing schools 
(Ibid.). 
William Bradbury, a student of Lowell Mason and a graduate of the Boston 
Academy of Music, was the organist and choir leader in a New York City Baptist church 
(Crawford, 2001, p. 99). It was at his church that classes for children were formed in the 
same manner as those by his mentor, Lowell Mason (Ibid.). These music classes for 
children were the forerunner of the modem graded children's choirs within Baptist 
churches. Bradbury published the first sacred tune book for children's choirs, "The 
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Young Choir" (1841), as well as later publications designed for use in Sunday school 
classes (Ibid.). These books were so popular that his publications sold over two million 
copies (Ibid.). 
With the advent of evangelistic revival meetings, worship in the early 20th century 
incorporated the use of Gospel songs (Music, 2008, p. 13). Beardon states that it was the 
combination of the simplistic songs from the Sunday School Movement in the later 
1800's and the evangelistic camp meetings that fostered the development ofthe Gospel 
song (1980, p. 15). William J. Reynolds, noted Baptist church musician, seminary 
professor and hymnologist, states that the Gospel song was " ... a variant expression of 
American folk hymnody, and nowhere was there more fertile soil than among Southern 
Baptists" (1976, p. 19). 
With the development of Baptist colleges, universities and seminaries, efforts 
were made by educators such as Ernest 0. Sellers (1869-1952) ofNew Orleans Baptist 
Theological Seminary (formerly the Baptist Bible Institute) to develop church music 
practices within the Southern Baptist denomination (Bearden, 1980, pp. 17 -18). Isham 
Emmanuel Reynolds (1879-1949) worked within the field of children's music education 
as well as developed musical standards and practices within the local churches (Ibid.). 
Baylus Benjamin McKinney (1886-1952) worked to promote congregational 
participation and hymnody within the local church and denomination at large (Ibid.). In 
true Baptist tradition, each of these men seemed to follow his own unique ideas about 
what he believed, at that time, was the most important facets of Baptist church music to 
be developed in his particular regional area, seminary or church. 
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Bearden states that while Reynolds had been a strong proponent of the Gospel 
song, he later became more formal in his ~pproach to church music. It was during this 
later era of his life that he "came to strongly advocate the use of standard hymns and 
anthems in an effort to raise the musical standards of Southern Baptist people" (Ibid., p. 
17-18). Under Reynolds' leadership within SBC church music, churches became more 
traditional in the ways with which they incorporated music in worship, as they primarily 
focused on hymnody and stately choral anthems (Ibid.). 
Today, music associated with Southern Baptists cannot easily be described as one 
unified tradition. Paul Basden identifies five different prominent styles of worship in 
current use. They are "liturgical, traditional, revivalist, praise and worship, and seeker" 
(Bailey, 1998, 48). According to Michael Harland ofLifeway Resources, formerly the 
Southern Baptist Sunday School Board, few Baptist churches in today's society still 
follow the more formal and traditional worship service format (Personal communication, 
January 28, 2011). He further states that Baptist churches that offer these types of 
traditional services "tend to come from Reformed or Calvinistic theological backgrounds, 
are newer congregations and are surprisingly comprised of younger congregants" (Ibid.). 
Harland further states that the congregation that can be characterized as a contemporary 
"praise and worship" church, one which musically relies on praise teams, praise bands, 
and contemporary music has been "riding a wave of popularity within the SBC during 
the last few decades" (Ibid.). He attributes much of its popularity to the para-church 
group "Promise Keepers," a male-oriented organization that sought to nurture the role of 
men within local churches and family units (Ibid.). Finally, situated in the middle of the 
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two musical extremes is the blended worship format, which incorporates both the use of 
standard hymnody and contemporary worship choruses. Harland further compares the 
diversity of musical styles within congregations to a swinging pendulum, which he states 
"completes it cycle every five to seven years" (Ibid.). He indicates that "trends are 
temporary at best and the pendulum is constantly swinging" (Ibid.). Southern Baptist 
church music is virtually impossible to definitively delineate, classify or categorize as a 
whole because of these stylistic differences, diversity and the continuum of musical 
styles, which Southern Baptists apparently embrace. This difficulty is further complicated 
by the individual church's freedom to choose for itself, known as its "autonomy" 
(Hadaway, 1989, p.149). Therefore, the data yielded from this study could potentially 
offer future music educators in this particular church setting, or in similar religious 
settings, a better understanding of what organizations and approaches to music education 
within a local church were most successful in the past, and thus provide direction as to 
what potentially could succeed in teaching music and developing musical skills within a 
local church setting in the future. 
2.4 - Music Education Coupled with Christian Evangelism 
The mixture of music education and Christian evangelical mission throughout the 
world helps to delineate the fme line that church music and musicians must walk in 
contemporary religious society. Norman states that worship within the Baptist 
congregation is thought of as: 
... encountering God in experiences that deepen a Christian's faith and strengthen 
his service and response to mission. Worship is preparatory and foundational to 
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and inherent in the functions of proclamation and witnessing, nurturing and 
educating, and ministry (2005, p. 86, Emphasis added). 
One could debate that these objectives, nurture and education, in addition to 
achieving musical objectives, could be effectively accomplished and enhanced through a 
comprehensive church music education program. Because musical expression is pivotal 
and primary to the overall Christian worship experience, music education is logically 
important as well to the overall Christian growth and maturation process. This research 
project explored this developmental process as perceived and experienced by congregants 
and Music Ministry participants through music education in the First Baptist Church of 
Panama City, Florida. 
2.5. - Rationale for the Study 
The extant research literature on music education in churches consists of a wide 
variety of focus areas, yet only one study exists in music education at the local 
programmatic level. To this researcher's knowledge, no scholar has comprehensively 
studied the music education program on the local Southern Baptist church level. This 
study endeavored to address this void in the literature through the investigation of music 
education over a 30-year period in a specific local Baptist church. 
2.6 - Purpose Statement 
The purpose of this qualitative case study was to holistically examine the role of 
music education in the Music Ministry of First Baptist Church, Panama City, from 1979-
2009, as perceived by staff, congregants and music ministry participants. 
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2. 7 - Research Questions 
The specific research questions to be addressed through this study were: 
1) What were the perceptions of Rev. John Boozer concerning the FBCPC Music 
Ministry and the music education facet of that ministry during his tenure as Minister of 
Music and Instrumental Director at the church? 
2) What were the perceptions of congregants regarding the Music Ministry of the 
church and the music educational facet of that ministry during the 30-year period of 
1979-2009? 
3) What were the perceptions of participants within the various musical 
organizations regarding the Music Ministry of the church and the music educational facet 
of that ministry during the 30-year period of 1979-2009? 
4) How did perceptions of dongregants and music ministry participants compare 
regarding the Music Ministry ofthe church and the music educational facet of that 
ministry during the 30-year period of 1979-2009? 
A survey with Likert-scaled responses was administered to the congregation at 
large, as well as to participants within the musical groups in question. This survey was 
constructed by the researcher, based on the prior research of Althea R. Lindt (2000), 
Donnie L. Collins (1970), Angela R. Sloan (2000) and Ted Seago (1993). 
2.8- Definition of Terms 
For the purposes of this study, the terms "Baptist" and "Southern Baptist" were 
used interchangeably. There are a myriad of"Baptist" denominations that are similar, 
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separate and simultaneously quite unique; however, this study focused solely on a 
specific local church within the Southern Baptist Convention. 
For the most part, the theological differences in Baptist denominations are 
negligible (T. Smith, 1990, p. 225). Profound differences exist in their organizational 
structures that include missionary organizations and endeavors; education at the 
collegiate, university and seminary levels; the organizational structure of the 
denomination's corporate offices on both state and national levels; retirement 
organizations and the overall fmancial underpinnings of each of these facets of the 
denominations themselves (Ibid.). 
Simply stated, there are three major expressions of church polity within various 
Christian religions: 1) "Episcopal church polity" in which ultimate decision making 
authority resides in the office of a bishop, a group of bishops or in the case of the Roman 
Catholic church, with the Pope, 2) "Presbyterian church polity" in which decision making 
powers reside in a group of elders called the "session", and on a regional level in a 
"presbytery", and 3) "Congregational church polity" in which the members of a local 
church exercise their autonomy, independence and authority through a democratic 
process (Norman, 2005, p. 86). Each local Baptist church, as well as the overall structure 
of the SBC, prides itself in the autonomy of the local church, meaning that a particular 
church is not controlled by some hierarchy within the denomination and therefore 
practices "congregational church polity." Except in cases of extreme nonconformity with 
central theological and ministerial issues, this is true. C. Kirk Hadaway of the Sunday 
School Board of the Southern Baptist Convention, states: 
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Autonomy of the local church means that the churches ultimately decide what 
they will do or will not do, while denominational leaders may only suggest, plead, 
and appeal to a pastor's denominational loyalty or sense of fair play (1989, 
p. 149). 
He further declares that this sense of power imbued by the policy of local church 
autonomy makes researching Southern Baptist churches as a whole all the more 
problematic. Addressing this diversity in freedom, Paul McCommon, retired State Music 
Director for the Georgia Baptist Convention, states that: 
Southern Baptist diversity, at once a blessing and a curse, makes difficult the task 
of defining trends. Surprises await at every turn. One fmds an orchestra in a 
church that should not be expected to have one, a graded choir program in a small 
county seat town church twenty years before much larger urban churches fmally 
began one, and full-time ministers of music long before the Westminster Choir 
College was born (1986, p. 50). 
While recognizing the autonomy of each particular church, this current study 
attempted to delineate the role of music education as it functions within a local Southern 
Baptist church. This particular church possessed all of the facets of this previous citation: 
diversity, an orchestra, a graded choir program in a county seat town, and a full-time 
minister of music. 
Stephen P. Sharp, director of alumni and career services at Westminster Choir 
College, states: 
Perhaps the phrase "minister of music" best describes the nature of a full-time 
professional church musician's role, whether he or she functions as choir director, 
organist, or both. Church musicians view their work as a "music ministry" to 
members of the congregation and the community they serve ...... The church 
musician, therefore, should be a well-prepared musician with an appreciation for 
the life and mission of the church. (1977, p. 88) 
Within the context of this dissertation, the term "Minister of Music" or "Music 
Minister" referred to the specific individual who is hired by a local church to administer, 
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direct and facilitate the Music Ministry of that church, including the educational facets of 
that organization. The term "Music Ministry" was reflective of an organization within the 
church that may include choirs, orchestra, vocal and instrumental ensembles, handbell 
choirs and children's choirs. This term also included the administrative and educational 
functions concerning music within the church. In Baptist churches, one may be labeled as 
a "Minister of Music" or "Music Minister" without actually being ordained. The terms 
"chorister" or "choir director," primarily utilized in the earlier portions of 20th century 
church history, and in this case, specifically at the First Baptist Church of Panama City, 
Florida during that era, implied that only musical roles were authorized for an individual 
to perform within the church's organizational structure. Historically, the chorister/choir 
director was not viewed as a member of the clergy. While "ministers" are roles primarily 
held by men in Baptist Churches, female "Ministers of Music" and "Choir Directors" do 
exist, although they are rarely ordained within the SBC. 
In evangelical churches of all Christian denominations, a "praise team" is most 
often understood to be a small vocal ensemble, usually with no more than eight singers. 
Typically, praise teams perform contemporary musical selections. Each singer in this 
type of vocal ensemble is amplified through the use of a microphone and sound system. 
The singers usually are onstage in front of a praise band. Their purpose is to facilitate 
musical worship by prompting the congregation to be more participatory in singing and 
worship activities. This vocal ensemble could also sing in lieu of, independently of, or 
simultaneously with another choir participating within the same worship service. A 
"praise band" is an instrumental group that may include keyboard(s), guitar(s), rhythm, 
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electric bass and occasionally, a few brass instruments. This type of instrumental 
ensemble is most often found in blended and contemporary church services. They 
accompany both congregational singing and musical selections that are sung by the praise 
team, choir or both. A praise band is most often in lieu of a traditional church orchestra. 
Other terms that characterize various musical styles and gemes in the framework 
of local church music are defmed within the context of the discussions as needed. 
2.9 - Delimitations of Research 
This qualitative case study was delimited to the Southern Baptist denomination, specific 
to one location and church, the First Baptist Church of Panama City, Florida, specific to a 
period of thirty years (1979-2009), and focused on the effectiveness and influence ofthe 
music educational practices of the church's Music Ministry as perceived by church 
congregants at large and participants within the musical organizations. 
2.10 - An Historical Perspective of the "Singing People" 
Baptists have historically considered themselves to be a "singing people," yet this 
was not originally the case (Reynolds, 2001, p. 77). David W. Music declares that the 
followers of John Smith, the founding pastor of the frrst Baptist church in the early 
1600's" ... seldom sang in worship" (2008, p. 8). Early Baptist churches were strongly 
influenced by Calvinist doctrines and practices, "to whom the only important element of 
music was the text" (Mark & Gary, 1999, p. 65). The understanding ofthe sacred text 
was far more relevant than any musical aspects. Calvin further asserts that singing "has 
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the greatest value in kindling our hearts to a true zeal and eagerness to pray" (1960, p. 
895). 
This non-singing practice was followed in the 1670's by other English Baptist 
groups including the Particular Baptists, who also embraced a Calvinistic doctrine that 
stated that only "particular people could be saved" (Ibid., p. 8). "Saved" is a term 
ascribed to those individuals who have converted to Christianity, and reflects a belief in a 
personal spiritual relationship with Jesus Christ. These Baptists could not embrace the 
"pre-limited forms" that hymnody possessed (Ibid.). It was positioned by these believers 
that these pre-limited forms of hymns were restrictive of or "quenching" the Holy Spirit 
of God. Based upon Exodus 32:18 (See Appendix A), Benjamin Keach, a Particular 
Baptist minister, authored a tract, "The Breach Repaired in God's Worship" (1691), in 
which he debates that the singing mentioned in this specific Old Testament scripture was 
"a vocal utterance" that was acceptable to God (D. Music, 2008, p. 8-9). A small group of 
parishioners led by Isaac Marlow attacked the practice of singing at the conclusion of the 
Lord's Supper, and a heated written exchange began between these two men (Segler & 
Bradley, 2006, pp. 39-40). Advocates of hymn singing soon won, and the musical 
worship practices of the Particular Baptists led to an acceptance of congregational singing 
by the early 1700's (Ibid., p. 40). 
In the same year that he authored his tract, Keach also published a compilation 
entitled "Spiritual Melody" that became the first hymnal exclusively for Baptist worship 
(Music, 2008, p. 9). In the 17th century American Baptist churches included both singing 
and non-singing varieties (Ibid.). The 18th century was considered the "Golden Age" of 
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Baptist hymnody (Ibid.). During this era, hymnbooks were usually collections of texts 
and void of musical notation (Townsend, 1991, p.1). The writing ofhymn texts 
flourished during this period under the pens of John Newton (280 hymns), Philip 
Doddridge (400 hymns), Isaac Watts (697 hymns) and Charles Wesley (8,989 hymns) 
(Ibid., p. 2). Frank Baker calculated that Charles Wesley was so prolific a lyricist that in 
order for him to achieve his monumental feat of writing 8,989 hymn texts, he had to write 
"an average of 10 lines of verse every day for 50 years" (Ibid., p.1 ). 
By the 19th century, virtually all churches had accepted singing within their 
congregations; however, choral singing and instrumental music were still largely absent 
(Ibid., p. 10). Instrumental music was perceived as an "unknown tongue," due to the 
absence of a sacred text, and thus was prohibited in most churches because of Calvinistic 
influences (Ibid., p. 1 0). Hymnals were not provided, therefore, people desiring them 
were required to purchase them. 
During the 18th and 19th centuries, the singing school movement was a major 
catalyst for change in Protestant churches as people learned to read musical notation. 
Charles Wesley, noted hymn writer, evangelist and the "poet ofthe revival," was a major 
proponent of the singing school movement (Mark & Gary, 1999, p. 71). He was "aware 
that the common people desired to participate in the music of worship" and therefore 
promoted the singing school movement as a means to not only educate the masses, but to 
also propagate the gospel of Jesus Christ through the medium of music (Ibid., p. 72). 
Mark and Gary state that "the earliest American music teachers were products of the 
singing schools," including Lowell Mason, famed Boston music educator, who began his 
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music education endeavors in homes and singing schools (Ibid., p. 191). 
The education provided through this singing school movement in turn led to the 
forsaking the practice of lining out and the formation of choirs (Music, 2008, p. 11 ). 
These choral groups served multiple roles of leading in congregational singing, singing 
"specials" (or anthems) and presenting seasonal programs of sacred music (Ibid.). 
Musical instruments were slowly incorporated within the church, beginning with the 
cello. Organs were frrst installed in the late 1820's, although they were not generally 
accepted by the Baptist churches of the South until after the Civil War (Ibid., p. 11 ). 
The model of the revival meetings, whose emphasis was on conversion of the 
unbeliever, shaped the vocal worship music of the early 20th century (Ibid., p. 14). During 
this period, the gospel song flourished. B. B. McKinney, originally a music editor, 
became a composer of gospel songs, which were later accepted into modem Baptist 
hymnody (Ibid.). McKinney, one of the Baptists' most respected hymnists, later became 
the first music editor for the Southern Baptist Convention's Sunday School Board in 
Nashville, Tennessee (Ibid.). "The Broadman Hymnal" of 1940 is viewed as McKinney's 
most significant contribution to Baptist hymnody (Ibid.). In 1941, the SBC officially 
formed its Church Music Department (Ibid.). Beginning in the 1950's and primarily 
culminating in the late 1970's, the sole use ofhymnody flourished within Baptist 
churches (Ibid.). 
Coupled with the development of choral and instrumental groups within the local 
churches, the Church Music Department of the Southern Baptist Sunday School Board 
developed a renowned sacred music education curriculum for children, youth and adult 
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choirs, as well as keyboard musicians (Ibid., p. 14). It was for these all inclusive "cradle 
to the grave" choral programs within the local churches, as well as the fledgling 
instrumental programs that the SBC's Church Music Department began to develop a 
plethora of"study courses," which were sequential curriculum and instructional materials 
that were largely aimed at developing basic musical skills for those individuals who 
provided local volunteer church music leadership. In much the same manner as educator 
Lowell Mason, the Southern Baptist Church Music Department wrote and promoted 
numerous courses and books, which addressed many musical needs within the church, 
including "Building an Effective Older Children's Choir "(1979), "Building an Effective 
Younger Children's Choir" (1979), "Building an Effective Preschool Choir" (1979), 
"Let's Make Music" (1967), and "The Church Pianist" (1957) (Li, 2001, pp. 113-14). 
None of these study courses were updated nor are they still in print. "The Church 
Musician " is a quarterly educational magazine which includes articles for church 
musicians, organizational plans, simplified choral arrangements attainable for the typical 
church choir, and articles written to enhance congregational singing and participation, as 
well as expand musical awareness within the church services (Bearden, 1980, p. 26). In 
recent years, the emphasis in Baptist church music has centered upon the theme of 
worship (Harland, personal communication, January 28, 2011). To that end, all of the 
educational materials previously described, with the exception of "The Church 
Musician," have been deleted from the publications of the SBC (Ibid.). 
During the 1950's- 1970's, the typical worship service within a Baptist church 
could most accurately be described as musically "traditional" and consisted of choral 
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introit (or "call to worship"), hymns, responsive readings, the "Doxology" (Tune: OLD 
lOOth), an instrumental offertory (most often featuring a piano and I or organ), a choral 
anthem with piano and I or organ accompaniment, and often culminating with a choral 
benediction. This historical fact is demonstrated at the local level by the primary source 
of worship guides (a.k.a. as "Orders of Worship"). 
In the 1970's, dramatic changes to society occurred and church music was no 
exception. This was especially evident within the traditional Southern Baptist church 
setting. For example, Michael Harland, spoke of the dramatic changes in youth musicals 
that were written for the church and were patterned after Broadway musicals, such as 
"Godspell" and "Jesus Christ, Superstar " (Ibid.). Speaking ofthe ground-breaking 
musical, "Celebrate Life," which required young singers to act, sing and perform 
choreographed movements, Harland states that youth church music was dramatically, 
suddenly and irrevocably changed (Ibid.). Churches realized that these changes must be 
embraced in order to continue attracting the younger generations to church. Multiple 
genres including folk-music, Black gospel, and even rock and roll were utilized in order 
to attract and retain youth to local churches (Ibid.). This musical progression in turn led 
to the praise and worship genre of the last few decades which Harland theorizes has been 
popularized by para-church organizations such as "Promise Keepers" (Ibid.). Not all 
churches readily embraced these new musical styles, as confirmed by the diversity of 
weekly musical offerings in Baptist churches and the abandonment of youth choirs by 
many Baptist churches (Ibid.). It was into this emerging new church music culture that 
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John Boozer became the Minister of Music ofthe First Baptist Church of Panama City in 
1979. 
2.11- An Historical Perspective of the First Baptist Church Music Ministry 
In order to appreciate the musical climate being researched within the First 
Baptist Church ofPanama City, an understanding of this particular church's musical 
history prior to 1979 would be beneficial. In the first 39 years of existence, First Baptist 
Church of Panama City, Florida, had nine different "Choristers" or "Choir Directors" 
(Shepherd, 2008. p. 181). Based upon their musical abilities and/or their personal 
willingness to assume the musical responsibilities, these individuals were chosen or 
elected from the church's membership to assume these musical and leadership roles. In 
1947, Rev. Archie McMillan was employed as the church's first "full-time" Minister of 
Music and remained in this position for four years (Ibid.). In the following 28 years, 
there was a succession of seven different Ministers ofMusic, with tenures of ministry 
from one to five years (Ibid.). 
In August 1979, the church hired Rev. John Boozer as its Minister of Music and 
he served the congregation for the next 11 years (Ibid.). Under his leadership, a 
comprehensive Music Ministry that included choirs for each age group was formally 
developed. A church orchestra was begun as well. In September 1990, he resigned his 
position to pursue doctoral studies at Louisiana State University. He is presently a 
Professor of Church Music at the Southeastern Baptist Theological Seminary in Wake 
Forrest, North Carolina. His lengthy tenure at First Baptist Church of Panama City, 
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Florida, coupled with the organizational structure of his administration provided a 
foundation, organizational structure and groundwork for future development. In January 
1991, the researcher, Manuel Garcia, was hired as the church's next Minister of Music, 
where he remained until September, 2011. 
In 2009, the First Baptist Church ofPanama City, Florida celebrated its 100th 
Anniversary. Inclusively, the tenures of both Boozer and Garcia span a period of30 years 
of consecutive leadership. Three-tenths of the church's musical history, organizational 
structure and philosophies were under the direction and influence of these two men. 
While it was necessary to briefly reflect upon the music ministers who provided 
leadership, this research project focused upon the educational function of the church's 
Music Ministry as well as the perceptions of both congregants and participants within the 
musical organizations that comprised the Music Ministry, and not the ministers 
themselves. 
At Life Way Research, a subsidiary agency of the Southern Baptist denomination 
and formerly its Sunday School Board, research has only been conducted concerning the 
tenures of Senior Pastors; however, it was commonly accepted knowledge that "tenures 
of Southern Baptist Music Ministers which lasted longer than ten years are considered 
lengthy and are not the norm" (M. Harland & E. Stetzer, personal communications, June 
1, 2009). While separately considered reflective of lengthy tenures within a singular 
church, the careers ofthese two men at this one specific church collectively comprised a 
period of three decades of leadership. This factor alone made this specific church a 
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potentially fruitful setting in which to conduct a qualitative case study concerning music 
education practices within a local Baptist church setting. 
In general, public school education, the arts and music have long been esteemed 
by the membership of First Baptist Church of Panama City. This statement of support 
can be substantiated by the church's "2009 Budget" which demonstrated the church's 
significant fmancial support of its Music Ministry, which included graded preschool and 
children's choirs, middle and high school choirs, Adult Choir, Orchestra, adult vocal 
ensembles, piano ensemble and an adult handbell choir. In 2009, the church budgeted 
$80,000 to underwrite the needs for printed music, operating costs, concerts and seasonal 
programs of the Music Ministry. In addition to the Music Minister position, the church 
employed additional staff, including a full-time Music Assistant, a part-time Instrumental 
Director, two organists, a pianist, and multiple part-time support staff who worked in the 
areas of television, sound and in-house media production. The salaries and benefits for 
these individuals were in addition to the previously stated departmental operating budget. 
("Church Budget," 2009, p. 3). 
The church members also demonstrate their support of music in other tangible 
ways. Music concerts and seasonal programs were well attended. For example, the 
church's "Christmas Celebration," a two-act musical concert that incorporated both 
secular and sacred music as well as choreography and dramatic tableau, was attended by 
over 3000 people in multiple performances at the city's Marina Civic Center. The 
"Summer Night of Gospel Music," an annual program of Southern Gospel music, was 
typically attended by 850-1000 people and was presented in the church's worship 
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center. The Sanctuary Choir and Orchestra regularly received standing ovations within 
the context of weekly Sunday worship services. These outward expressions of interest 
and approval, coupled with the very strong financial support, were indeed significant and 
tangible demonstrations of the church's support, along with the interest of the general 
public of Bay County, Florida, in the musical happenings of this specific church. 
This fmancial factor and other demonstrations of support, coupled with the 
lengthy tenures of the last two Music Ministers, led to the reasonable assumption that 
First Baptist Church, Panama City, Florida was a suitable venue for research and data 
exploration of the church' s music education program. 
2.12- Who Needs Church Music Education? 
By its performance-based nature and because of the musical demands of the 
weekly worship services, the need existed for choirs, ensembles and instrumental groups 
to prepare music as worship service selections, as well as music for congregational 
participation. The church's Music Ministry was also expected to present seasonal 
concerts and programs for Easter, Christmas and July 4th. To meet the demand for this 
continual supply of prepared and educated musicians within the church, as well as for the 
personal musical edification and development of the various participants, the need existed 
for a musical organization that offered opportunities for progressive musical and 
educational development, both individually and collectively. Speaking to this continual 
demand for music and music groups within the church setting, Charles A. Tidwell, 
Distinguished Professor of Administration and Chair of Denominational Relations at 
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Southwestern Baptist Theological Seminary, declares, "The place of music in education 
is not yet as clearly seen, apart from the educational values to those who lead and 
perform for others" (1976, p. 122). While this case study in part addressed the role of 
music education and its intrinsic values to the leaders and performers of music, it also 
focused on the perceptions of congregants regarding the effectiveness of the church's 
Music Ministry, as well as any perceived benefits. 
2.13 - Review of Relevant Literature 
Karl P. Harrington writes concerning the need for a sequential church music 
education that would not only provide a strong musical foundation but would also 
provide the means for personal growth on multiple levels (1931, p. 8). He asserts: 
Whenever the membership of a church has been properly educated in the real 
meaning and power of church music, not only will its services of worship be 
enormously more impressive, but it will inevitably be a much more live and active 
church. Ignorance of, and indifference to these facts plays a large part in the 
present failure of the church to attract and hold the allegiance of many old and 
young (Ibid.). 
Considering that these remarks were composed in 1931, it is interesting to note that these 
statements were still relevant, and as timely in 2009, especially considering the numerical 
decline reported for active church music participation in Southern Baptist churches 
nationwide. 
To be effective and productive, music education should be sequential, have order 
and be progressive in nature, design and function (P. Bennett, Music Educators Journal, 
v93, n3, 2005, p43). This is true within church music education as well. Regarding the 
educational musical experiences afforded preschoolers and children in choirs, Tidwell 
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concludes that foundational Biblical truths, church doctrines, concepts of family, self and 
the natural world are to be also merged with musical instruction during these formative 
years (2006, p. 123). He asserts, "The graded choir program offers the fullest 
opportunities for the educational use of music in a church" (Ibid.). Harrington also makes 
an impassioned plea concerning the relevance and importance of music education for 
everyone when he states: 
But while the musical education of the spiritual leaders is most important, it is 
even more essential that the congregation, particularly the children and young 
people, should be wisely and carefully taught both right musical methods and 
good musical taste, in early life (Harrington, 1931, p. 12). 
First Baptist Church of Panama City, Florida offered a sequential and fully-graded 
music education program for all ages and had done so for many decades. This qualitative 
case study explored the relevance and effectiveness of music education within this 
specific church, with the hope that it might serve as an example of a church music 
education program. 
2.14- The Sociology of Religion & Church Music 
The Encyclopredia Britannica Online defines the sociology of religion as an 
"attempt to understand the various aspects of religion, especially through the use of other 
intellectual disciplines" (Retrieved 11/14/2009). It further declares that: 
.... no consensus among scholars concerning the best way to study religion has 
developed ... each discipline enlisted to study religion has its own distinctive 
methods and topics, and scholars often disagree about how to resolve the 
inevitable conflicts between these different intellectual perspectives (Ibid.). 
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This lack of a definitive consensus makes the study of religion, church music and church 
music education problematic. Furthermore, each religion and denomination has its own 
set of tenets, teachings, doctrines and practices that are unique unto themselves, and to 
which they hold as sacred. Paul McCommon, former director of church music for the 
Georgia Baptist Convention, declares that "Baptists have been schizophrenic about their 
music throughout their history" (1986, p.54). To isolate one type of musical style or one 
type of Baptist church as typical is difficult. 
Religion serves a multi-faceted purpose. Institutionally, the religious organization 
seeks to connect people with their deity. For the Christian religion, it endeavors to lead 
people to a conversion experience that culminates in a life based upon a personal belief 
system centered upon the teachings of Jesus Christ. This spiritual connection to God is 
facilitated within the Christian church through the functioning of a myriad of religious 
organizations and events, including large group worship experiences, the public 
preaching of sermons, small group Bible studies, age-appropriate mission groups, and 
specialized ministries, not the least of which is the church's Music Ministry. 
From a sociological perspective, worship services in a Baptist church are directed 
through both the music and preaching to facilitate a conversion or re-dedicatory 
experience for church attendees. In his essay "Being Baptist," RobertS. Reid, Associate 
Professor of Communication, University of Dubuque, Iowa, declares: 
Baptist worship is characterized by a culturally adaptive rather than a formal, 
tradition-centered liturgy. Baptist worship gives prominence of place to preaching 
and to appeals that seek to persuade listeners to act on the possibilities of new life 
in Christ (2004, p. 592). 
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Church services in a Baptist church are ultimately designed with the conversion of 
non-believers and the spiritual development of Christians in mind. It is to that ultimate 
purpose that the arts are included into the overall worship experience. Stephen W amer 
states that it is through the commonality of the religiously inspired arts (music, drama and 
dance) that a bridge is formed linking the churched and the un-churched (2008, p. 185). 
He further maintains that "music is one of the rituals that constitute religious life" (Ibid.). 
It is through the mixture of the arts, paired with the effective preaching that much of the 
evangelistic efforts of the Baptist church are accomplished. Warner further affirms that as 
people sing together as a congregation, "their voices are directed inward, to the group, 
and upward to God" (Ibid., 185). 
From a musical perspective, the church's Music Ministry possesses a multi-
faceted purpose. According to Tidwell, the Music Ministry of a church is called upon to 
provide musical experiences in congregational services; provide church music education; 
lead the church to fulfill its missionary endeavors and minister to others through the 
medium of music; assist church ministry organizations in providing training of music 
skills; be a consultant regarding music equipment; and interpret and undergird the work 
ofthe church and denomination at large (1976, p. 125). Furthermore, numerous church 
music educators and theologians state that a major purpose of a well-rounded church 
music education program is to teach Christian doctrine as well as music to all ages, but 
especially to children in their formative years (Buescher and Vaught, 1196, pp. 4-14; and 
Warkington, 1962, p. 335). Gordon Lynch, Senior Lecturer in Religion and Culture, 
University of Birmingham, United Kingdom, states: 
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.... (religious) music has served a number of functions, such as reinforcing 
religious identities, establishing a sense of collectivity within religious groups, 
acting as a means of theological expression, celebration, protest, and lament, 
providing a subcultural resource and practice against dominant religious identities 
and orthodoxies, and serving as a focus and stimulus of religious experience and 
sentiment (2006, 482). 
Church music ministries are dependent upon volunteers who submit themselves to 
the leadership of a director, in most cases, a Minister of Music. This person must enlist 
people to voluntarily participate in the church's Music Ministry, maintain their good will 
and interest over a protracted period of time, and must demonstrate a level of musical 
proficiency in order to effectively lead them (Keller, 1988, p. 8). 
On the individual level, the sociological ramifications are many both from the 
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perspective of a person's own growth and expression, to the larger scale in which the 
individual desires to become a part of the whole through a grander sense of belonging. In 
speaking of the sociological ramifications and motivations for church and religious 
participation, Larry C. Ingram delineates the "underlife in a Baptist church" (1982, pp. 
138-152). Applying Goffman's concept to a Baptist church, Ingram seeks to expose the 
necessity and reality of individualistic adjustments in a person's attitudes, actions and 
levels of participation in order to become an accepted part of the whole. Ingram 
demonstrates how individuals may participate in visitation of church prospects, teach a 
Sunday School class or sing in a choir in order to experience spiritual growth and to 
appear more spiritual to others within the congregation. From a sociological perspective, 
the individual's personal motivation is quite often the most decisive factor relative to 
their participatory decisions. Ingram states that "it is useful to distinguish between what 
one is obligated to do in a role and what one is expected to do" (Ibid., 138) This is 
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especially applicable, in that members are free to choose for themselves the various areas 
of the church's ministry in which they may participate. 
In writing of a hypothetical Baptist church, Ingram illustrates a scenario which is 
centered upon "five basic (weekly) meeting times, including Sunday School and the main 
worship services of Sunday morning, church training, a worship service on Sunday 
evening, and a Wednesday evening prayer service" (Ibid., p. 142, clarification added). 
While all services are promoted as equally important, the Sunday morning service by far 
has the largest attendance. Ingram further writes of the church's Music Ministry which 
"places a heavy emphasis on music and music education," and yet it is primarily led by 
one individual, the Minister of Music, who typically has a number of volunteer workers, 
primarily women, assisting him with the Children's Choirs (Ibid.). Ingram speaks of the 
church's visitation program that sends volunteers to the homes of prospective church 
members. He declares that those who participate in the visitation ministry receive 
"considerable praise from the church (ministerial) staff and visitation is thus a source of 
prestige in the church" (Ibid. clarification added). Regardless of the motivational source, 
individuals are called upon to make decisions regarding their personal level of 
participation within the overall church's ministries. Ingram concludes that an "underlife 
framework (is) highly valuable and recommend(s) its use in religious settings and other 
types of organizations as well" (Ibid. clarification added). 
The breadth of fmancial ramifications associated with organized religion and its 
influences on society are immense. Peter L. Berger, from the Institute for the Study of 
Economic Culture at Boston University, writes: 
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The institute ... which I have been directing since 1985 has as its agenda .... the 
relation of culture and economic behavior- and in most of the world culture is 
virtually synonymous with religion (2001, p. 451). 
For example in 2007, the Southern Baptist Convention reported "Total Receipts" as 
$11,832,871,416 (Lifeway, 2008, p. 1). Park and Baker state that in this same year, the 
American public purchased religious products in great number, including greeting cards 
(36.8%), non-fictional writings (23.9%), music (23%), jewelry (22.4%), movies (21.9%), 
educational products for children (17.2%), art (13.2%) and religiously themed clothes 
(10.4%) (2007, p. 508). They further declare that "religious goods often originate from a 
specific theological perspective and as such can be identity-affirming and reinforce 
religious practice" (Ibid., p. 504). 
2.15- Experience the "Worship Wars" or Develop Music Appreciation 
In addressing the concept of music education within the church, one might ask 
what is to be taught and why. Dawn, professor of theology at Regent College, writes the 
New Testament teaches the Christian community to possess "a unity of diversity," and 
that "we capture that best musically when we learn to sing each other's songs" (1999, p. 
182). In many cases, church members do not want diversity, but rather long to sing the 
familiar, beloved and traditional, thus creating a dilemma for church musicians who must 
professionally attempt to reach multi-cultural congregations and simultaneously satisfy 
musical preferences and tastes of the masses. Tidwell labels this dilemma of juggling the 
actual need for musical instruction, meeting the various service needs of performance, 
and factoring in the use of appropriate sacred musical texts in a multiplicity of styles as a 
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"unique complexity" (2006, p. 126). Stapert speaks to the unifying powers of music, as 
he states, "Almost from the beginning music was an expression of, a metaphor for, and a 
means towards unity" (2007, p. 25). Music can undoubtedly be a great tool with which to 
build unity in a church; however, the modem-day evangelical church is being affected by 
a myriad of ever changing secular musical styles, as well as demands by various groups 
within the church for their preferred geme of music. A great diversity exists in musical 
worship styles, ranging from traditional, to blended, to contemporary. It is the combined 
nature of personal religious experiences coupled with the worship and musical 
preferences of culturally diverse congregants that can potentially become volatile. Begbie 
and Guthrie state that "many of the controversies about music in worship today revolve 
around music's emotional powers" (2011, p. 22). Justin and Sloboda further declare that 
"some sort of emotional experience is probably the main reason behind most people's 
engagement with music (2001, p. 3). It is this sentimental and emotional nature with 
which people mix their religious convictions, life and spiritual experiences, and personal 
musical tastes with their individual worship preferences. This mixture can lead to internal 
conflicts that are frequently divisive, destructive and are most often labeled as the 
"worship wars." Guthrie states, "Music seems to split churches more often than it 
unifies them." (2011 , p. 404). Liesch writes: 
Congregations often experience tension between the young who want choruses 
performed in contemporary styles, and the old who want hymns rendered in 
traditional ways. Polarization is not uncommon. Both sides often insist on their 
own rights and experience untold hurt and rejection (2001, pp. 26-27). 
The potential for conflict is possible and even probable when multiple and far-
reaching gemes of music are utilized within a singular congregation, without an 
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educational structure present, and underpinning it through the teachings of acceptance, 
appreciation and the appropriateness of musical diversity. Mitchell declares: 
It is the common acceptance of the elements of the worship experience that must 
precede worship itself ...... (Therefore) we need to learn how to become more 
acceptant of those things which do not immediately please us (1993, pp. 8-10, 
clarification added). 
Logically, in order for people to become more accepting, one should be taught these 
concepts through the church's Music Ministry. Dawn addresses the issue of education 
through exposure to various musical genres and their surrounding cultures as she writes: 
By singing songs from other Christian ethnic groups and from all epochs of our 
faith - going all the way back to our roots in Judaica and forward to the angels' 
song in heaven recorded in the Revelation- we learn the global and timeless 
dimensions ofthe people of God (1999, p. 182). 
As the differing age groups in the church are exposed to various genres through an 
educational process, they will internalize this new music and make it their own. This 
development most naturally comes through a systematic exposure to new genres. This 
can most effectively happen when an educational process is in place to facilitate this feat. 
Yet, many congregations today do not want to "sing the songs of Judaica or of the angelic 
hosts." They only want to sing their songs, the familiar, songs that they were taught as 
children, and will consider no other. Quite often, they firmly entrench their heels, 
refusing to consider otherwise. An educational process that seeks systematically to 
expose every age to differing genres of music could potentially neutralize even the most 
hardened musical critics. Guthrie chronicles teaching a song to his choir, a song that they 
did not originally like, yet while learning it they developed a sense of camaraderie (in J. 
Begbie and S. Guthrie, 2011, p. 405). Through this experience, he learned that the 
46 
"experience of shared song is not the same thing as shared musical tastes or a shared 
aesthetic"; however, he deduced that through exposure to other genres, one can develop 
an attitude of acceptance while not fully embracing the genre as one's preferred norm 
(Ibid.). 
The acceptance of new music genres within a congregation is not a problem 
originating in this decade or century. Every generation has had their church norms 
threatened by the music of succeeding generations. For example, in 1723 a pastor wrote a 
letter attacking the great hymn writer and theologian Isaac Watts, the writer of numerous 
revered hymns such as "0 God, our Help in Ages Past" (Tune: ST. ANNE), "I Sing the 
Mighty Power ofGod" (Tune: ELLACOMBE), "When I Survey the Wondrous Cross" 
(Tune: 0 WAL Y WAL Y), and "At the Cross" (Tune: GLORY TO HIS NAME). In this 
letter, the pastor writes: 
There are several reasons for opposing it. One, it's too new. Two, it's often 
worldly, even blasphemous. The new Christian music is not as pleasant as the 
more established style. Because there are so many songs, you can't learn them all. 
It puts too much emphasis on instrumental music rather than Godly lyrics. This 
new music creates disturbances making people act indecently and disorderly. The 
preceding generation got along without it. It's a money making scheme and some 
of these music upstarts are lewd and loose (Mclntosch, 1996, p. 7). 
Many, if not most, ofthe same arguments are voiced today in churches by those 
individuals who oppose changes that threaten their musical norms. The need for a 
comprehensive church music education exists in order to combat this potentially volatile 
situation. Dawn lists a myriad of ways in which one might be exposed within the church 
to different genres and music, as she states: 
Memorized liturgical refrains, repeated each week, enable small children to 
participate in singing them; children's choirs can teach new songs to the adults; 
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"Children in Worship" programs enable youngsters to learn about, and then 
participate in, worship practices; teen and adult choirs can practice the hymns for 
worship in order to lead them from within the congregation; songs for worship 
can be taught in a preceding Sunday school hour or played the previous week by 
organists or instrumentalists during the offering or as preludes I postlude -these 
are just a few ofthe ways in which we can build community by making it possible 
for each person to join in the singing ofthe worship service (Dawn, 1999, p. 182). 
From both philosophical and sociological perspectives, the potential for strife 
concerning opposing preferences in church music exists. It is not unique to the Baptist 
denomination but exists in numerous religions and denominations. Christine Blice-
Baum, writing for the American Lutheran publication "Advent, " states: 
Often because of a weak theological understanding, the trends in church music 
run parallel with popular taste. While we need to approach music in the church 
with eclectic sensitivity, we must demand that the music we use reflect a solid 
theological, biblical, and confessional stance appropriate for the worship of God' s 
people today (1991, p. 34). 
This divisive conflict is especially evident in Christian denominations that seek to offer 
multiple services with contrasting music worship experiences; or attempt to 
accommodate multiple tastes in church music, without educating their congregants 
through a comprehensive music appreciation curriculum. The potential for conflict is 
further compounded when classically trained musicians are called upon to lead 
contemporary worship. Thomas Day paraphrases the writings of Bernard Huijbers, a 
Dutch composer and ex-Jesuit priest, as he writes of a similar dilemma within the 
Catholic Church: 
The sort of musicians hired to provide music for a church are classically trained 
elitists laden with too much historical consciousness; they think their job is to 
convert ordinary people to the love of historical, classical music for the church. 
But ordinary people in the pews equate classical music with "strangeness." The 
strange traditional music of the church alienates its "audience." Instead of trying 
to convert Catholics to a certain type ofhistorical music, musicians should go to 
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popular music and learn from its successful techniques. If pop music and folk 
music are properly synthesized for use in the church, the result will be an 
"elementary" style of music which will release the participatory energies of the 
common people (1990, p. 164). 
Resch states that the "most powerful predictor of the judgment of appropriateness 
(by teenagers for music in worship) was familiarity and experience with the musical 
sound within the context of worship" (2009, p. 2, clarification added). Resch discovered 
that youth within the church "resented and ridiculed adults who attempted to take over" 
their style of music in an effort to make it their own in worship experiences (Ibid., p. 3, 
clarification added). Data reveals that it is important for teenage churchgoers "to like the 
music, to like the leaders and to feel part of the group" (Francis & Craig, 2006, p. 1 07). 
Many churches segregate the youth for special worship services targeted to their specific 
demographics; however, research has revealed that "teenagers do not like being separated 
out from the rest of the local church to be catered for by services designed especially or 
exclusively for young people" (Ibid.). They further state that a "more positive attitude 
toward church is maintained by being part of 'all-age' or 'whole family' forms of 
service" (Ibid.). 
Begbie further proposes that part of the answer to addressing this potential 
conflict in musical preferences is to recognize that: 
... music is never heard on its own but as a part of a perceptual complex that 
includes a range of non-musical phenomena: for example, the physical setting in 
which we hear the music, memories of people associated with it, artificial images 
as in the case of :film or video, words (the lyrics of a song, program notes, the 
title of a piece, what someone said about the piece on the radio), and so on (20 11, 
p. 339). 
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Music, whether in performance, purely educational venues, or in the church is not an 
isolated entity unto itself. It is part of the whole and as such it endeavors to meet the 
needs and tastes of a diverse culture while serving its utilitarian purposes. This further 
illustrates the need for a comprehensive music education curriculum within the church 
venue. 
David W. Music, professor of church music and the graduate program director at 
Baylor University, further demonstrates the need for music education within the local 
church, and the potentially divisive quality that church music can possess from a 
sociological perspective: 
While worship and music can be a strong unifying agent for the church, these 
elements of the faith also have the potential to be divisive. A particular approach 
to worship and music that forms unity among one group of Christians may serve 
to separate them from other believers. While this has been a perennial problem in 
the history of the church, the rapidity of modem communications, (the) 
multiplicity of available worship and musical styles, and differing goals for 
worship and music have caused this situation to become more prominent in recent 
years (2008, p. 5, clarification added). 
Gordon Lynch states that "music plays an important role as a cultural tool through 
which people actively manage their identities, environments, and emotional states ... " 
(2006, p. 486). People affix many independent and personally significant variables to 
music, especially in religious venues, including their spiritual experiences, life 
experiences in general and emotionally charged memories. A blended format of musical 
worship, consisting of an equal mixture of hymns, praise choruses and contemporary 
Christian songs, could potentially result in an attitude of increased tolerance and 
acceptance by all participants. Resch positions that feat this is best accomplished through 
a music education program (2009, p. 4). 
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Guthrie states that ''the activity of singing ... .is both an enactment and an 
exposition of the church's unity. Singing, we might say is a sounding image of the 
unified church ... " (20 11, p. 3 85). He expounds on the power of congregational singing as 
he quotes William McNeill, who states that singing together results in a sense of 
"boundary loss ... a blurring of self-awareness and the heightening of fellow feeling with 
all who share in a dance" (W. McNeill, in Guthrie, 2011, pp. 397-398). Guthrie further 
states: 
When I sing among others, I hear a voice that is both mine and not mine; a voice 
that is both in and outside of me. I hear my voice and your voice - and this third 
thing - our voices together; a sound which has properties which belong neither to 
your voice nor to my voice alone, but one that is nevertheless shaped and takes its 
substance from the individual voices comprising it (2011, p. 399). 
Music simultaneously offers the potential for both unity and divisiveness within the 
church; therefore, the need for a comprehensive music education curriculum exists. 
An informed church musician could corroborate that a church that offers a 
comprehensive Music Ministry that is based upon a strong educational foundation, 
possesses the greatest potential for neutralizing the possibility of "worship wars" within 
its local congregation. 
2.16- Prevailing Philosophies of Music Education 
Before beginning a discourse on music education endeavors within the local 
church, an understanding of prevailing philosophies of music education is essential. 
Bennett Reimer espouses the philosophy of "Music Education as Aesthetic Education" 
(MEAE). He credits Henry Nelson (Basic Concepts in Music Education, 1958), as well 
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as Charles Leonhard and Robert House (Foundation and Principles of Music 
Education, 1959) as being his forerunners (B. Reimer, 1989, p. 25). In the later work 
cited, Leonhard and House state that: 
the primary objective of music education must be to develop the innate 
musical responsiveness of every individual to the highest possible level and to 
the nurture and expand his potential for aesthetic experience (Goolsby, 1984, 
p. 15). 
Reimer declares that the invention and development of the record player chiefly 
opened a new world of musical experiences to the student and listener. Therefore, an 
MEAE music education experience often involves listening to recorded examples of 
music. Reimer viewed this as developing the aesthetic appreciation of the listener to the 
aural "artwork." In debating the preeminence of the listening experience over 
performance, Reimer states: 
Performing music is a powerful means to an end and unsophisticated people 
when it is used judiciously to clarify how music works and to demonstrate the 
past and present role of performance as one essential element in music. But when 
performance so dominates the general education of our students that their 
classroom musical experiences are limited to music they perform themselves, are 
largely devoted to learning the technical information and performing skills related 
to that music, and are encountered through a step-by-step methodology for the 
training of those skills, then general education has been subverted in the cause of 
just one of its components (Reimer, 1989, p. 28). 
Goolsby further affirms: 
... music education as aesthetic education should in the end provide the 
individual with the skills necessary to perceive the objective qualities of an 
artwork, to estimate its aesthetic value, and finally, to enjoy those experiences 
with a marked aesthetic character, that is to say, "to engage in the act of 
appreciation" (Goolsby, 1984, p. 17) 
Reimer and Goolsby both viewed aesthetic values to be more important than the actual 
making of music, and they espoused music to be detached "works of art." Koopman 
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states that "music education (was) completely dominated by the aesthetic approach" for 
over three decades (1998, p. 1, clarification added). One could acknowledge the possible 
transference ofMEAE philosophy, values and teaching methodologies to a church 
musical environment, where choirs were directed by musicians who were educated in an 
aesthetic philosophy. 
In 1987, David Elliott, a former student ofReimer, initially presented his concept 
of music as "praxis" (Spychiger, 1997, p. 33). He came to the conclusion that aesthetic 
education (MEAE) "regarded music as identical with works of music and thus declared 
music to be an object external to the individual" (Ibid.). His theory of music as praxis 
criticized MEAE in three major areas: music as an object, musical perception and musical 
experience (C. Koopman, 1998, p. 2). Elliott claims that MEAE focused "exclusively on 
musical works, that is on autonomous objects existing independently of concrete 
performances" (Ibid.). He further positions that music possesses at least four but as many 
as six dimensions, including a performance and interpretation of music, a musical design 
that evinces, standards and traditions of practice, expressions of emotion, musical 
representations and cultural-ideological information (Ibid.). Elliott proclaims that 
aesthetic education was homogeneous, ethnocentric and should not be a part of a 
contemporary multi-cultural world or musical environment (Ibid.). These dimensions are 
especially relevant in a religious musical environment that seeks to offer diversity and to 
be culturally relevant. 
Elliott expounds that music involved action ("musicing''), which was 
complemented by listening, yet not dominated by it (Ibid., p. 4). Elliott defmes music 
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education as "action (by a musicer) committed to achieving goals in relation to standards, 
traditions, images, and purposes viewed as ideals that are themselves open to renewal, 
reformulations, and improvements" (Ibid., p. 4). One could propose that the church 
environment would also be a fertile ground for music education as a praxial experience as 
proposed by Elliott. 
A third philosophical position was proposed by Constantijn Koopman, which 
involved an amalgamation of the better virtues of both MEAE and praxial education. He 
states, " ... theoretically there is nothing wrong with the conception of a curriculum that is 
both aesthetically oriented and focused on music making" (Ibid., p. 10). Possibly, the 
church best possesses the ability to employ Koopman's blended ideology. Koopman 
defines the dual nature of these philosophies as he spoke of people making music within 
the church, which offers the congregation an opportunity to make music and also to 
actively listen to others. He states, "We may take music's religious function as an 
example; it is the rapturous quality of aesthetic experience that enables music to play 
such an important part in religious ceremonies" (Ibid., p. 13). In acknowledging the best 
of both philosophies, Koopman states that "an aesthetic approach to music education and 
Elliott's conception of music as a practice are compatible rather than mutually exclusive 
(Ibid., p. 15). He further proclaims that a praxial approach offers a "broad view of 
music," while an aesthetic approach affords the musician "the wonderful experience that 
results from concentrating on the sensuous and structural properties of sound" (Ibid.). 
Clearly, the church offers a dimension in music education in which multiple philosophies 
of music education could possibly coexist and reasonably co-function. 
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2.17- The Need for Music Education in the Church 
Janet Muth, Cantor at Memorial Lutheran Church in Houston, Texas, writes: 
The state of music appreciation, education, and skills in the secular world impacts 
the state of music-making in the church. For many reasons, music education in 
America is becoming non-essential - it is seen as "enrichment" but not part of the 
core curriculum (2008, p. 25). 
Today across the nation, school boards are often forced to reduce budgeting. One of the 
first areas to be cut is very often the fine arts. Music classes, including band, chorus, 
music theory and music appreciation, are being eliminated from the curriculum. Many 
times, teachers are not able to find employment. The question begs to be asked: Who 
then will fill this void in music education? The church possesses the means and 
simultaneously is offered an opportunity to expand its musical ministries while 
propagating its religious doctrines as well. 
The church is not immune to the rapidity of change that affects society at large. It 
may choose to sequester itself and resist the changing society around it; however, to do so 
will only disenfranchise the church from those it seeks to attract. 
Speaking of the evolving children choir methodology often employed in local 
churches, Terry York, former Manager of the Field Services Section within the Church 
Music Ministry Department of the Baptist Sunday School Board, and presently Professor 
of Church Music at Baylor University's George W. Truett Seminary, writes: 
There appears to be a trend in churches toward a simpler, less time-consuming 
approach to church music education. The use of musicals rather than a skills-
based curriculum for children is but one of the alternatives to be found in this 
facet of the trend. This is not to be interpreted necessarily as a turning away from 
church music education in the church. It may well be no more than a change in 
methodology. The performance I education question is not new, but (it) is, 
perhaps, more prominent in the decisions that ministers of music are called upon 
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to make. There is the light of workable compromise here, but it requires a solid 
philosophy of church music combined with a flexible bent toward change and 
learning (1994, p. 49, clarification added). 
This simpler approach is nowhere more pronounced than within the children' s choirs of 
the modem day church. Warkentin states that a child ' 'who is surrounded by music will 
learn this language as naturally as he learns his native tongue" (1962, p. 329). She further 
declares that a child who attains this level of knowledge "can learn to express to God his 
inexpressible thoughts and feelings" (Ibid.). 
Bedsole asserted: 
In the 1970' s the youth musical was introduced and became popular in Southern 
Baptist churches . . . While a few musicals provide outlets for the child to express 
feelings and provide opportunities for spiritual and musical growth, most of them 
are sheer entertainment. .. (Many have the following) characteristics: trite texts 
that are often childish rather than child-like, texts that refer to God as a chum or 
pal, music that is trite, often sounding like a TV commercial, (and) heavy 
accompaniment that covers the children' s voices or causes them to sing too 
loudly. Many children's musicals have the same musical and textual 
characteristics (p. 630, clarification added). 
It is especially enlightening to consider Bedsole' s remarks, which were made during a 
commencement at the Southern Baptist Theological Seminary. This seminary closed its 
"School of Church Music and Worship" in 2009 and merged it with its "School of 
Leadership and Church Ministry," to become the new "School of Church Ministries" 
(Baptist Press, Apr 22, 2009, p.l ). This merger was not caused by a lack of students 
majoring in music, but rather that the seminary' s School of Music was perceived by 
alumni and Baptist pastors as not preparing its students, future Ministers of Music, to face 
the dual roles which most often were demanded ofthem in present-day Baptist churches. 
Citing that "the vast majority of those who will lead music in our churches (will) have 
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other responsibilities as well," the Southern Seminary states that its future music majors 
would be "cross-trained" in other ministerial disciplines as well (Ibid. clarification 
added). These insights into the musical state of affairs within many churches and the 
declining emollment in or closing of Schools of Music within some of the Southern 
Baptist seminaries only further reinforces the validity of a qualitative research project 
which would focus upon the role of music education within a local Southern Baptist 
church. 
Although writing of "spirituality" from a non-religious perspective, Anthony 
Palmer of Boston University writes: 
Music does not exist in isolation from other curricula. All subject areas are 
traditionally responsible for these larger issues of human existence. Thus, I 
believe that there is a fundamental need for educational experiences in music as 
well to strive for a deeper understanding of human existence (2006, p. 147). 
It therefore follows that music, and the subsequent music education needed, would in tum 
be a viable medium for a "deeper understanding" as related to the importance of religious 
activities, meaning and transcendence through the religious experience afforded its 
participants within the church. 
2.18 - The Lack of Present Research in Church Music Education 
Recent research within the Southern Baptist Convention has focused on the topic 
of worship (Harland, personal communication, January 28, 2011). Within this 
denomination, worship is commonly understood to include the religious practices by 
congregants to personally encounter God, primarily through the medium of music within 
worship services (Ibid.). In many of the more contemporary settings, choirs and 
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orchestras are considered passe and reflective of an older culture (Ibid.). The influences 
of the pop/rock culture and para-church organizations such as "Promise Keepers" have 
been pervasive within this worship climate (Ibid.). These statements were not intended as 
value judgments against present trends but rather to reflect a reality within the church 
music environment, which is often driven by secular musical trends. The myriad of books 
currently in print concerning the theory and musical practices of worship within the 
modern church, as contrasted to the void of scholarly research regarding church music 
education reinforced the need for a qualitative case study of a local church's music 
education endeavors. It is to this need that this qualitative research addressed itself, the 
role of music education within an evangelical, musically "blended" Southern Baptist 
church during a specific and recent period of time. 
2.19 - Prior Research in Music Education within the Church 
Previous dissertations and theses examining the Music Ministries of local 
churches and denominational music groups in large part were focused on changes and 
diversity in worship styles (Bailey, 1998; Dixon, 1998); professional competencies of 
Music Ministers (Bearden, 1980); state denominational musical organizations (Ider, 
2000; Martin, 1983); aesthetic standards in church music (McCallister, 1987); attitudes of 
teenagers toward sacred music (Resch, 1997), and the role ofthe fme arts within the 
church (Sellers, 1968). These aforementioned dissertations did not research the 
educational component of music at the local church level. Most are not delimited to the 
Southern Baptist Convention. In an effort to address this void in research literature, this 
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qualitative case study focused solely on the role of music education within a specific 
local evangelical Southern Baptist church. 
2.20 - Competencies for a Minister of Music 
J. Michael Thompson states for a church musician (Minister of Music or 
Organist/Choirmaster) to be effective, he or she must be prepared in the areas of music 
education, liberal education, and theology, as well as possessing a liturgical education 
(2001, p. 25). In the same philosophical thought, Donald Reardon's doctoral research 
focused upon the development of a list of competencies for a Southern Baptist Minister 
of Music. He achieved this through personal interviews, observations and visitations of 
selected and prominent Ministers of Music within the SBC denomination. Surveys were 
also conducted with denominational leaders on state and national levels. The topic of the 
Minister of Music as an educator was initially mentioned but not developed as a key 
theme in his research. In survey responses at local, state and national levels, the concept 
of the Minister of Music as an educator was often within the top three responses 
concerning the role and purpose ofMinisters of Music within the church. Bearden's 
research focused solely on Southern Baptist Ministers of Music; however, the similarities 
between Beardon's research and this present research end at this point. Beardon 
researched the minister's individual role rather than focusing on the entity of the Music 
Ministry as a whole, or more specifically, on the issue of music education within a local 
church. Beardon's research was quantitative. This research project conversely was 
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focused upon music education and was from the perspective of a holistic qualitative case 
study of one specific church's Music Ministry. 
2.21 - Fine Arts in Southern Baptist Churches 
Mary Josephine Sellers researched the role of the "fine arts" within Southern 
Baptist churches. She states: 
The work which follows is an investigation of the meaning and function of the 
fine arts in the behavioral patterns, education, discipline and standards inculcated 
by the organized worship services of one evangelical, revivalistic religious group 
-the Southern Baptists (1968, p. ii-iii). 
Sellers' discussion focuses primarily on the historical development ofhymnody; the use 
of instruments within the church, the use of fictional literature and drama within church 
services; typical Southern Baptist architectural designs at that time; and to a larger 
degree, the absence of physical works of art within most Southern Baptist churches. 
Sellers completed an informative historical document reflecting on the aforementioned 
topics; however, there have been significant changes in the evangelical Baptist church 
within the last 40 years including the same topics researched. While a facet of her 
research focused on the overall role of Christian education within the church, Seller's 
research did not focus specifically on music education, or on one particular church, as in 
this research project. 
2.22 - Choral & Instrumental Groups within the Denomination at the State Level 
James Martin researched a total of fifty-four musical groups at the state level 
within the Southern Baptist Convention, including choirs and instrumental groups, which 
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included orchestras, brass ensembles and handbell choirs. His research focused primarily 
on the historical development of these state-level, Baptist-performing groups. Martin also 
researched their organizational structures, the proliferation and formation of independent 
groups from state to state, and the policies concerning enrollment and membership within 
these state-level musical organizations (1983, pp. 1-2). These groups were comprised of 
people who were either professional musicians, most frequently, local church musicians, 
who possessed a substantive degree of musical knowledge and experience. These entities 
were performance oriented, often meeting several times throughout a calendar year (for 
one to two days) to rehearse music for a specific concert that would conclude their 
convocations. While designed to expand the musical experiences and repertoire of the 
aforementioned church musicians, these groups were viewed as professional or semi-
professional in nature. They were also formed to increase denominational awareness, 
support denominational causes by their musical presence, provide social and ministerial 
outlets, and provide a venue for the professional Minister of Music or music staff to 
perform at a higher level of musical proficiency than what was normally afforded them 
within their respective local church settings (Ibid., p. 151). Martin determined that these 
groups possessed an intrinsic value to: 
... create fellowship among church musicians, facilitate communication (among 
churches and the denomination), are effective tools for promotion, furnish training 
for church music leaders, meet other personal fulfillment needs, and provide an 
outlet for service and ministry (p. 151, clarification added). 
While focusing solely on musical groups within the Southern Baptist Convention 
at the state level, Martin did not research the educational nature of music groups or 
ministries within specific local churches. Conversely, this research project focused on a 
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singular church, its Music Ministry and the educational facets of the music program from 
the perspective of a qualitative case study. 
2.23 - Motivational Factors for Southern Baptist Church Choir Participants 
In 1993, Ted Seago researched a variety of factors that influenced the 
participation of people within Southern Baptist Church choirs. Seago quotes D. E. Myers, 
who declares that true success in music education is " ... giving succeeding generations a 
sense of music's importance in life with sufficient lmowledge to act on the realization" 
(Myers, 1983, pp. 46--47). Seago addressed the role of music education within the local 
schools and the community at large; however, he only slightly referred to church music 
education within the body of his research. He also quotes Lawrence and Ferguson in 
which they state that one of the four main functions of a church choir is to: 
... provide opportunity for musical expression through developing musical skills, 
for example, sight-singing, choral tone, and intonation. Development of such 
skills should contribute toward a greater appreciation of the musical heritage of 
sacred choral music (Seago, 1993, p. 77-78). 
Seago identifies six factors which motivates people to participate in the Baptist 
church choirs of Houston, Texas. They include: achievement, spiritualistic, musical-
artistic, psychological, communicative, and integrative (Ibid., p. 82). Some of his 
respondents indicated that they "were motivated by a desire to improve musical skills" 
(Ibid., p. 90). Seago focuses on motivational factors of individuals for their Baptist 
church choral participation. While identifying a number of important reasons relative to 
individual participation in said organizations, it was not Seago's objective to focus upon 
the educational values of participation within these groups. Seago also researched a 
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number of Southern Baptist churches. This current study focused solely on one church, 
thus providing an in-depth picture of music education within a specific Baptist church. 
2.24 - Local Southern Baptist Churches and Their Schools of Music 
One dissertation and a master's level thesis focused on the role of private music 
academies within local Baptist churches. Keith Stevens, in preparing for his thesis 
through the New Orleans Baptist Theological Seminary, researched a popular 
phenomenon of the last several decades within churches, the School of Music. These 
academies were formulated under the auspices of local church Music Ministries. Through 
these programs, private instruction was offered for voice, piano, band I orchestral 
instruments, handbells, and occasionally, dance and visual arts. Schools of music were 
viewed as supplemental to public school music education, an alternative for those not 
desiring to participate in public school music groups, and as a means to teach religious 
doctrine and train future church musicians. The later tenet was often accomplished 
through the selection of sacred music for instruction, as well as the prospect of being 
taught by Christian music teachers (Stevens, 1986, pp. 24-25). While an agent for music 
education, these schools of music were largely limited to those students who could afford 
to pay for the lessons. Stevens details that the schools of music are normally required by 
the sponsoring church to be fmancially self-sustaining, because most churches do not 
have the extra budgetary funds to underwrite the costs of operation for a musical 
institution of this nature. Operating costs often include a director who oversees the 
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functions of the school of music, costs of electricity, maintenance costs of buildings and 
instruments, as well as financial compensation to instructors. 
While Stevens' research focuses on the topic of music education within a 
subsidiary institution affiliated within Southern Baptist churches, it did not parallel this 
present research project. Participation in the schools of music required the payment of 
tuition, and instruction was accomplished through private lessons. To the contrary, music 
education within the church at large is offered freely to everyone and is normally 
accomplished through large group instruction. While both Steven's research and this 
project were qualitative in nature, Steven's research focuses on a supplemental entity of a 
church's Music Ministry, whereas this research reflected a holistic case study, focusing 
upon the Music Ministry itself as a whole, one which does not presently include a music 
academy. 
Li also researched the phenomenon of the church music academies. She reports 
that while the most commonly stated objective of the music academies is to "strengthen 
the church music ministry by training church musicians," she found that the "most often 
cited contribution made by a music academy was reaching out to the community" (200 1, 
p. vi). Li's research provides insights into the educational state of church music 
academies when she declares: 
In light of the original conception of the church-affiliated music academies among 
Southern Baptist churches, this fmding reflects that the objective of training 
church musicians was not the most common result among the respondents. 
Consequently, leaders of the selected music academies need to reassess their 
primary achievable goal for the academies (p. 102). 
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Her research demonstrates that music education did exist within the music academies; 
however, she determined that it was not education that motivated many church schools of 
music to continue their operations but rather the evangelical outreach potential it afforded 
the churches. 
The research of both Stevens and Li focus on auxiliary entities that are affiliated 
with the Music Ministries oflocal churches in name, yet they largely functioned 
independently of the church's Music Ministry that organized them. These music 
academies did not comprise a realistic picture of the educational core of musical 
instruction offered by a typical local church to its entire congregation, which is the focus 
of this proposed research paradigm. While both are qualitative in design, they are not 
case studies. 
The doctoral research of Althea R. Lindt (University of Missouri, 2000) is a 
qualitative case study concerning schools of music operating within Baptist churches. It 
focuses on fifteen schools of music and research was primarily accomplished through the 
use of a written survey submitted to administrators of schools of music. Much of her 
research was comparative of the administrations within the Schools ofMusic and not of 
the educational practices of the music academies themselves. She focused on an auxiliary 
entity of Baptist church Music Ministries and not the Music Ministries themselves. 
2.25 - Church Music Education Research 
Only one doctoral dissertation and one master's thesis focus solely on the role of 
musical education within the church. Collins (1970) examined music education within 
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"selected Protestant churches" and Rivera (2005) researched music education within 
Hispanic Southern Baptist churches. 
Collins sought to qualitatively review church music education, review 
denominational philosophies and objectives pertaining to church music education, select 
exemplary music education programs of churches in various denominations, conduct a 
survey of prevailing practices in church music education programs, and develop 
guidelines for emerging programs of church music education (1970, p.l ). 
Collins states that one basic objective of church music education programs for the 
churches involved in his study was to "lead musically inclined members of the 
congregation from childhood to mature adulthood to active involvement and participation 
in church music" (Ibid., p.165). He additionally discovered that several major variables 
existed from church to church and denomination to denomination, including: differences 
in background and techniques of each individual director; differences in background and 
history of each church involved in his research; funding variations from church to church 
and denomination to denomination; locations of the churches involved in their respective 
cities, the types of people with whom each director worked within his or her respective 
churches, and denominational differences in doctrine, organizational structure and church 
polities (Ibid., p. 166). Due in large part to the autonomy afforded churches, Collins 
found a wide range of situations from city to city, church to church, and denomination to 
denomination. Collins further states that to have a comprehensive church music 
program: 
... the church (needs) to be old enough and well-established enough to support 
such a program; and directors of music (should) remain at the church a sufficient 
66 
length oftime to successfully perpetuate such a program (Ibid., p. 171, 
clarification added). 
He discovered that "a graded choir program is essential to a comprehensive church music 
education program" (Ibid., p. 171 ). He states that while it was not necessary for a church 
to continually offer special classes or other classes to the general membership for music 
education and training, to do so would "deepen the appreciation of the membership for 
the music education program of the church and the type of music being performed" 
(Ibid., p. 173). All of these stated criteria were satisfied by the church that was the center 
of this specific research, the First Baptist Church of Panama City, Florida. 
Stark contrasts exist between Collins research and this one, including a 
pronounced change within society during the past 38 years, a dramatic change in musical 
styles offered within Protestant churches during this same period of time, and the fact that 
"Protestant" encompasses a wide range of non-Catholic denominations. This present 
research project was a qualitative case study of one Southern Baptist church rather than a 
review of multiple churches of various Protestant denominations, thus providing a more 
in-depth analysis of music education within one particular denominational setting at the 
local level. 
A significant study in the area of church music education was accomplished by 
Annie Lema Rivera, who hypothesized that a majority of the Hispanic Southern Baptist 
churches would not have an adult choir, a praise band/team, any type of choral or music 
education program for children and/or youth, a paid Minister of Music, orchestral 
instruments in their services and that location would not have a bearing on its Music 
Ministry or music education program within the church (Rivera, 2005, p. 5). Rivera's 
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study focused solely on the cultural practices within Hispanic Southern Baptist churches. 
She found that in some Hispanic Baptist churches music leaders have "replaced the 
choirs with praise teams, and largely due to the absence of children's choirs are not able 
to offer music education for the children in the church" (Ibid., p. 18). She further states 
that the teaching of music was by "rote repetition with no regard for excellence or 
technique mastery" (Ibid.). These conditions in tum led to mediocrity, as well as a short-
sightedness in musical preparation and planning. Contrary to her original hypotheses, 
seventeen of the twenty-five churches reported having an adult choir with an average 
rehearsal attendance of twenty people. She determined that her second hypothesis 
regarding praise bands/teams was false as well. She surprisingly discovered that 
children's choirs existed in good number among a majority of the Hispanic churches. 
Half of the Hispanic churches surveyed did have a paid Minister of Music. She states that 
her fmal hypothesis concerning location was in fact correct (Ibid., p. 29-30). While 
Rivera discovered a wide divergence of conditions within the churches she researched, 
she states that it was "necessary for Hispanic Baptist churches to begin seeing the 
importance music education has for the future of their own music programs" (Ibid., p. 
32). While Rivera's qualitative research provides an informative overview of music 
education within Hispanic Baptist churches, the commonality between her research and 
this research project ended with the denomination (Southern Baptists) and the topic of 
music education. Unlike this research, Rivera's dissertation was tied to a specific 
ethnicity of people. Rivera's research was also conducted with multiple selected Hispanic 
Baptist churches, whereas this project dealt with one specific church. 
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2.26 - Summary 
There is limited current research within the realms of church music in general, 
and even less research exists concerning the role of church music education. None exists 
solely on the local church level and within the parameters of one specific denomination, 
the Southern Baptist Convention. Charles Tidwell states: 
One of the major areas of yet-untapped potential is the fuller use of music as an 
educational method, not just for those who are to be the music leaders and 
performers, but for all the people of a church (1996, p. 128, emphasis added). 
This qualitative case study research project endeavored to contribute to this untapped 
potential of church music education by investigating music education over a 30 year 
period of time within a specific local Baptist church, the First Baptist Church of Panama 
City, Florida. 
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3.1 - Introduction 
CHAPTERID 
DESIGN & METHODOLOGY 
Heller and O'Connor state the "goodness" of a particular research project can, in 
large part, be determined by a theory or model to explore, specific questions to be 
answered, related research appropriate to the current study, specified and appropriate data 
collection, statement of underlying assumptions for statistical tests, and logical 
conclusions drawn from the evidence collected (Colwell & Richardson, 2002, p. 1 093). It 
is with these criteria in mind that this research project was designed. 
3.2 - Purpose Statement 
The purpose of this research project was to investigate and analyze the role of 
music education as it had been programmed and executed over a period of thirty years 
(1979-2009) within a specific evangelical Southern Baptist church, the First Baptist 
Church of Panama City, and to analyze the perceptions of John Boozer, former Minister 
of Music and later, Instrumental Director, at the church (1979-2003), as well as the 
congregants and participants within the Music Ministry organizations concerning the 
effectiveness and influence of the music education programs of the church. This case 
study explored the music education facet of church's Music Ministry for the last thirty 
years, while under the direction of John Boozer (1979-1990) and Manuel Garcia (1991-
2009), the researcher. 
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3.3 - Research Questions 
The specific research questions to be answered through this study were: 
1) What were the perceptions of Rev. John Boozer concerning the church's Music 
Ministry and the music education facet of that ministry during his tenure as Minister of 
Music and Instrumental Director at the church? 
2) What were the perceptions of congregants regarding the Music Ministry of the 
church and the music educational facet of that ministry during the 30-year period of 
1979-2009? 
3) What were the perceptions of participants within the various musical 
organizations regarding the Music Ministry of the church and the music educational facet 
of that ministry during the 30-year period of 1979-2009? 
4) How did perceptions of congregants and music ministry participants compare 
regarding the Music Ministry of the church and the music educational facet of that 
ministry during the 30-year period of 1979-2009? 
This qualitative case study focused solely on one church's Music Ministry over a 
period of 30 years and offers unique insights into how the role of music education had 
been programmed and executed over this period of time at that specific church. It sought 
to historically and holistically explore the church's Music Ministry from an educational 
perspective, in hopes of discovering best practices, which may in turn be transferrable or 
applicable to other church settings. 
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3.4 - Research Design 
A qualitative case study was appropriate for this research project in that this 
research design explored "a single event, activity, process, or individual using a variety of 
data-collection procedures over an extended period of time" (Creswell, 2003, p. 15, in 
Phillips, 2008, p.13). This research paradigm was selected because of its holistic 
approach to a specific non-comparative case study, one that is field oriented, naturalistic 
and non-interventional (Colwell, 2006, p. 278). Being both descriptive and interpretive, a 
case study utilizes natural language description (Ibid.). Colwell states that a case study 
"takes shape as the parts are examined" (Ibid., p. 279). This case study was bound by 
time and activity (Creswell, 2003, p. 15 in Phillips, 2008, p. 13). It was further delimited 
to a singular church, the First Baptist Church of Panama City, Florida, during a specific 
period oftime (1979-1990). 
The case study is an interpretive case study, in that it is: 
... an extensive collection of thick description (detailed records, concerning 
context, people, action and the perceptions of participants) as the basis for 
inductive generation of an understanding of what is going on or how things 
work .... (Locke et al., 2004, in Phillips, 2008, p. 104 ). 
This qualitative case study is narrative in nature, involved the natural setting of the 
church itself, employed multiple methods of data collection including interviews, surveys 
and observations, utilized multiple strategies of inquiry (observation, interview and 
videotaping), was fundamentally interpretative in character, was from a holistic 
perspective, and was reflective of the researcher's passion for church music education 
(Phillips, 2008, pp. 83-84). It was primarily patterned after the qualitative case study of 
Althea R. Lindt (University of Missouri, 2000). 
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3.5 - Identification of Participants 
Participants in this research project were Rev. John Boozer, former Minister of 
Music and later hi-vocational Instrumental Director at First Baptist Church of Panama 
City (1979-2003), selected denominational leaders within the Southern Baptist 
Convention, church staff members of the First Baptist Church, Panama City, including 
selected Music Ministry staff, the congregants at large of the First Baptist Church of 
Panama City, Florida, and participants in the musical organizations which comprised the 
Music Ministry of the church. Observations, surveys and interviews were used in this 
facet of the research methodology and were conducted in situ at the First Baptist Church 
of Panama City. 
3.6 - Data Collection 
Characteristics of a qualitative data collection process include purposeful 
selection of site or individuals for a proposed study, and the gathering of certain types of 
data including observations, interviews, documents and audio/visual materials (Creswell, 
2003, in Phillips, 2008, p. 87). Phillips additionally states that qualitative research seeks 
to subjectively "make meaning of something -to fmd out what a participant really thinks 
rather than what the subject might think a researcher wants to know" (Ibid., p. 12). This 
research project included an anonymous written survey concerning the perceptions of 
congregants-at-large, as well as Music Ministry participants regarding any perceived 
educational benefits received from this church's Music Ministry organization. Every 
effort was made during the interviews to encourage participants to freely express their 
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feelings and perceptions regarding music education at the church. All survey participants 
were afforded complete anonymity, other than to identify them as members of a Music 
Ministry organization or as congregants at-large. 
3. 7 - Observations 
This research project is reflective of the past (1979-2009), therefore, any reports 
of observations reflective of earlier eras were achieved through the interviews of 
individuals who personally experienced the events in question. Present day observations 
were made, as needed and appropriate, to reinforce other data concerning the more recent 
practices of Music Ministry groups. Rehearsals were videotaped by an assistant while the 
researcher recorded copious notes concerning the rehearsals being videotaped. All data 
were codified for recurrent themes and then compared and contrasted to surveys and 
interviews. It is through this triangulation that data were confirmed and codified. 
3.8 - Interviews 
Individuals were interviewed to explore specific facets of the overall case study 
research project, including Dr. John Boozer (former Minister of Music from 1979-1990), 
Patricia Boozer (wife of Dr. Boozer and former church pianist), present church staff and 
Music Ministry staff, congregational members, Adult Choir members, Orchestra 
members, and previous Youth Choir members. Interviewees were purposefully selected, 
based upon previous or present Music Ministry participation and upon the individuals' 
long-standing church memberships and active participation. Continual memberships 
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from 1979-2009, or memberships reflective of either specific period being researched 
(1979-1990 or 1991-2009) were primary criteria for selection of interviewees. 
Dr. John Boozer was interviewed concerning the role of music education during 
his tenure as the Minister of Music at the church (1979-1990) and during his later tenure 
as Instrumental Director (1998-2003). 1bis research project was not about either of the 
two Ministers ofMusic (Boozer or Garcia), but rather focused on the role of music 
education within the church for the thirty years that was researched. Other topics of 
inquiry included the perceptions of the congregants and Music Ministry participants 
concerning the effectiveness of music education practices within the church, and any 
potential factors that affected the programming of musical organizations. 
The interview process utilized open-ended questions (See Appendix C). To 
insure clarity, intelligibility and to protect the integrity of the data collection process, 
these interviews were recorded on compact discs. Transcripts were typed and returned to 
the interviewees to proof, validate and approve. Confidentiality was offered to all 
interviewees. Interview data were reviewed for new insights as well as for recurrent 
themes. Data were then codified and triangulated with other sources to insure validity and 
counter researcher bias (Phillips, 2008, p. 88). 
3.9 - Researcher Bias 
In order to insure the integrity of this qualitative case study, the researcher 
endeavored to maintain a critical distance from the subjects being researched and remain 
as unbiased as humanly possible. In the interview process, the researcher recorded 
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copious written notes to maintain an objective distance from the data being unearthed and 
the information that was offered by survey and interview participants. Interview 
questions were open-ended, probative and non-leading in nature. 
3.10- Surveys of Congregants and Music Ministry Participants 
A qualitative case study by Althea R. Lindt (University of Missouri, 2000) was 
utilized as the primary research model. Doctoral research by Collins (1970), Sloan 
(2002), Rivera (2005) and Li (2001) was also utilized as supplemental research models. 
Much of Lindt's survey required narrative and multiple-choice responses and sought to 
discover operational and organizational information. To the contrary, a survey designed 
by the researcher explored the perceptions of congregants and participants from the 
various groups within the church concerning the effectiveness of the Music Ministry, any 
benefits that they believed they have received as a result of music education endeavors 
within the church, and extenuating factors within the church which they believed have 
affected music education endeavors. Specifically, the groups surveyed included the 
congregation at-large, Adult Choir, Sanctuary Orchestra, and Youth Choir. Each group 
received the same survey to facilitate cross-group comparisons and analysis. Surveys 
were color-coded for ease of collation and codifying of data to the specific group. 
Participants were asked to respond to statements and questions concerning the 
educational endeavors of the Music Ministry. Individuals who chose to participate in the 
survey were asked to identify themselves only by their sex, age, marital status, the 
presence of children within the immediate family and the length of their personal church 
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membership or attendance. Safeguards were programmed into the survey's design, so that 
respondents were asked to respond only to statements or questions which were reflective 
of their personal knowledge of the Music Ministry's functions and effectiveness as 
relative to the length of their individual membership or attendance within this specific 
local church. Respondents included both members of the church and regular attendees of 
the church's worship services. To facilitate comparisons, codification and triangulation, 
the written surveys primarily consisted of Likert-scaled responses. The surveys 
concluded by extending an opportunity for participants to voluntarily include a narrative 
response. 
The Perceptions Survey was open to all church members or attendees, who were 
6th grade and older. In 2008, First Baptist Church ofPanama City, Florida reported a 
total membership of 4,702 people, 3,705 resident members, an average Sunday morning 
worship attendance of 1,802 people, and of that 1,530 people attended weekly "Sunday 
School" classes which convened at an earlier time on Sunday mornings ("2008 Annual 
Church Profile," 2009, p. 3). Of the 1,802 people reported as worship attendees, 
approximately one-third were ten years of age and younger and were thus ineligible to 
respond to surveys. Of the approximately 1,200 remaining worship attendees, 250+ 
people were active participants in one of the church's Music Ministry groups. Therefore, 
approximately 950 remaining congregants, who were non-participants in the Music 
Ministry, were eligible to participate in the "Perceptions Survey" (See Appendix I). 
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3.11 - Primary Sources 
Primary sources which included church and denominational documents, records 
or reports, as well as individuals who personally experienced the functions of the Music 
Ministry over the time periods in question, were selected for their relevance to the data 
being researched. Through document content/analysis, items such as printed media, 
publications, church records, as well as photographs, audiotapes and compact discs, 
videotapes of worship services and the musical repertoire of the Music Ministry for the 
thirty years being researched were explored (Orcher, 2005, p.39). Church related 
documents including annual denominational reports to local and state levels, lesson plans 
for children's choirs, printed programs, weekly church service guides, church newsletters, 
photographs, public newspapers, minutes of church business meetings, and membership 
reports were explored. Through archival records which had been maintained by the 
church's historian and librarians, as well as the plethora of church members with 
numerous years of observations and life experiences within the church itself, a rich 
collection of primary sources existed. The historian and librarian have served in these 
capacities for numerous years. With a few breaks in continuity, church records have been 
preserved concerning the 100 year history of the church; however, these documents had 
not previously been explored from strictly a music education perspective. The most 
powerful primary sources are the people, many of whom had been and continued to be 
members of this same church for many decades, and had personally experienced the 
music education efforts within the church. Phillips states that primary sources are crucial 
to research validity because they " ... place the researcher about as close to an event 
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without having been there ... " (2008, p. 52). To that end, interviews with primary 
resources were conducted, using open-ended questions, recorded by compact disc 
recorder, transcribed and verified by the interviewee for accuracy (See Appendices C & 
F). 
3.12 - Data Analysis 
Data were verified for accuracy and authenticity through external criticism 
criteria. Phillips states there are seven areas which must be considered in checking 
accuracy and authenticity, including original and present locations of data, determining if 
it is an original or copy, the estimated age of data, authentications of data, analysis of 
handwriting for consistency, any other evidence of data existence, and ascertaining 
whether any reasons exist to doubt its validity (2008, p. 53). 
The internal threats to validity of mortality and location were not realistic, as the 
surveys were easy to complete in one sitting and within the comfort of respondents' 
homes. It was theoretically possible, but unlikely, that respondents could become tired 
while responding to the written surveys; however, within the two allotted weeks, the 
respondents were able to complete the survey at their own pace. Instrument decay did not 
reasonably pose a valid threat to the participants' responses. 
3.13- Data Coding 
Phillips states that analysis of data in a qualitative study is "an ongoing process 
involving continual reflection about the data, asking analytical questions, and writing 
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memos throughout the study" (Ibid., p. 12). In the interview process, open-ended 
questions were used and the interview progressed from general to the specific themes. In 
the coding process, themes were organized chronologically within the groups that were 
surveyed for effective analysis of events, subthemes (if applicable), examples, and 
quotations as applicable (Ibid.). Data from surveys were transferred by the researcher to 
a master tabulation, based on the previously mentioned criteria. Percentages to the Likert-
scaled responses were tabulated, contrasted and compared. Additionally, interview 
responses were evaluated as related to survey responses (Fraenkel & Wallen, 2008, pp. 
426-427). 
3.14 -Trustworthiness & Reliability 
Validity, the "internal trustworthiness of how the data is collected and analyzed," 
was established through the triangulation of data, member-checking, thick description, 
bias clarification, differing perspectives, prolonged time, peer briefing and the use of 
external auditors (Phillips, 2008, p.12). Triangulation was used to validate concurrent 
examples of data including the surveys, interview responses and supporting documents. 
3.15 -Member Checking 
Through a detailed narrative, a resolution of any misconceptions or ambiguity 
concerning events and opinions expressed by interviewees was sought. This was largely 
achieved through the process of member checking. Allowing for the probability of 
differing perspectives provided for a more realistic, balanced and unbiased reporting of 
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data. Through a prolonged time approach to data exploration and gathering, a more 
mature understanding of the important themes of this research was achieved. 
3. 16 - Peer Briefmg 
Peer briefing was accomplished through the scrutiny of local musical 
professionals within the greater Bay County/Panama City area, including music 
professionals affiliated with the First Baptist Church, as well as other non-Baptist local 
music educators, who were familiar with the music education facets of the church's 
Music Ministry. 
3. 17 - External Audit 
External auditors including Boston University faculty members, fellow doctoral 
students, local educators and individuals with doctoral research experience provided a 
review of the project's process and integrity. 
3.18- Researcher Bias Revisited 
Regarding differing perspectives, Heller and O'Connor state that, "That the 
essential character of research is that it must attempt to present unbiased evidence, with 
equal opportunity for an opposing point of view to be considered" (2002, p. 1091). 
Given the nature of church members to express their personal desires and opinions, it is 
reasonable to assume that opposing ideas and historical accounts could potentially and 
most probably would occur. These potentially opposing ideas were afforded fair and 
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unbiased considerations, verified for validity, codified and reported in the data results. 
The researcher was also the Minister of Music at the church being researched; 
therefore, the area of researcher bias was meticulously scrutinized. The research focused 
on the educational component of the church's Music Ministry, as well as the perceptions 
of both congregants and Music Ministry participants concerning the effectiveness and 
influence of the music education programs of the church. Researcher bias, a major and 
prevalent threat to internal validity in qualitative research, was controlled as much as 
humanly possible through triangulation of data, member-checking, thick description, bias 
clarification, allowing for differing perspectives, prolonged time, peer briefing and the 
use of external auditors. Researcher notes were taken during the interview process to 
further insure objectivity and to establish a mental, personal and critical distance from the 
entity being researched. 
Results were both topically and chronologically reported as related to the stated 
research questions (Phillips, 2008, p. 24). Phillips states? "Knowing what came before 
and after an event helps the reader to understand continuity and importance" (Ibid. p.54). 
A sequential understanding of the events, policies and execution of music education 
practices within the church was crucial to an understanding of the overall effectiveness of 
the church's Music Ministry over a protracted period of time. 
Creswell is cited in Phillips where he describes qualitative research as one in 
which "the researcher identifies the essence of human experiences concerning a 
phenomenon, as described by the participants in a study (2008, p. 13)." To that end, the 
researcher sought to holistically explore the educational endeavors of the church's Music 
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Ministry during the previous thirty years. Individuals, including Boozer, church staff, 
congregants, as well as Music Ministry participants were interviewed. Surveys with 
Likert-scaled responses were administered to the congregation at large, as well as to the 
choirs and orchestra who comprised the church's Music Ministry. 
3.19 - Potential Outcomes 
Through a chronological and thematic approach, themes that were relative to the 
role of music education within this specific church, the First Baptist Church ofPanama 
City, were researched, codified, examined, correlated and reported. As well as 
illuminating the educational role of the church's Music Ministry at its best, a potential 
outcome for this research project could have possibly included the identification of both 
strengths and weaknesses in music education at this same church during the 30 years that 
were researched (Phillips, 2008, p. 12). Themes were directly related to the research 
questions guiding this case study and were reflective, either positively or negatively, in a 
thickly detailed narrative. 
3.20 - Potential Implications for this Study 
The autonomous nature of the Southern Baptist denomination and its churches 
makes it difficult to effectively and accurately categorize churches within definitive 
classifications, especially when considering the multiple musical genres and music 
education methodologies offered presently in Southern Baptist churches. It was therefore 
presumed that this case study could effectively provide an example of one particular 
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church in a specified timeframe. This case study could potentially address a specific void 
in academic research relative to church music education as programmed and executed 
within the Southern Baptist Convention in recent years. 
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4.1 - An Historical Perspective 
CHAPTER IV 
RESULTS 
Mark Noll declares "In the world of Christian community today, nothing defines 
'brotherhood' more obviously than singing (M. Noll, inS. Guthrie, 2011, p. 382). Within 
the SBC, music is presently either a source for unity or is a lightning rod for controversy 
in many churches of various and numerous denominations. First Baptist Church of 
Panama City has historically most often found music to be a rallying point for its unity. 
The church itself was constituted after the small fledgling congregation sang a hymn 
(''News Herald", December 11, 1983, Panama City, FL). 
With a history spanning over one hundred years, the period of thirty years ( 1979-
2009) was selected not because of its leaders but rather because of their lengthy tenures. 
It was assumed that a protracted period of leadership could at the very least provide a 
period of stability in order to investigate the music education component of a specific 
church's Music Ministry. Prior to Boozer and the researcher, there was a steady 
progression of choristers, choir directors and Music Ministers. These previous directors 
had tenures which were primarily one to three years in duration, with only one lasting 
five years (See Appendix D). Some were volunteers with limited training while others 
were ordained ministers with master's degrees in music. The range of experience was 
diverse. With the hiring of Richard Robinson in 1954, the church began to have a 
continuous full-time Minister of Music and a more structured Music Ministry (Ibid.). 
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During the last thirty years, there have only been two Ministers of Music, therefore, this 
era of protracted leadership lent itself to research and inspection. 
4.2 - Pastoral Leadership 
From 1978-1997, Dr. N. B. Langford served as the Senior Pastor of the church. 
As is true of any organization whose leaders had lengthy tenures, First Baptist Church of 
Panama City (FBCPC) took on the personality of its Senior Pastors. In many respects, 
Langford was a visionary leader who pushed the church to organize, evangelize and 
grow. He repeatedly stressed that FBCPC was a unified, harmonious, and evangelistic 
church, one of importance within the city, state and Baptist denomination, and that it was 
the "fellowship of excitement" (Personal recollections of the researcher). His 
philosophical beliefs and actions were effective in motivating his congregation in many 
respects. Gay and Danzey remember the church as "informal" prior to the arrival of 
Langford as Senior Pastor; however, Langford embraced and fostered a rigidly structured 
worship atmosphere (S. A. Gay, B. Danzey, and R. Clark, personal communications, 
August 3, 2 & 4, 2010, respectively). Despite his formalism, Langford, was renowned 
locally and within the Florida Baptist Convention for his rather flamboyant preaching 
style. While standing fixedly behind the pulpit and using sermonic notes from which to 
preach, he would often gesture dramatically and loudly inflect his voice to reiterate his 
major points. He preferred the music to thematically match his sermon topics (Personal 
recollection of the researcher). Within his church's organizational structure, Langford 
was continually promoting events. The "Tides of Living Water," the church's weekly 
newsletter, demonstrates his consistent promotion of activities and ministries through the 
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years of his tenure. 
Langford embraced the teachings found in "Building a Standard Sunday School," 
a philosophical program written by Arthur Flake and commonly referred to as "Flake's 
Formula" (J. Boozer, personal communication, June 16, 2010). This philosophy 
consisted of five main points, which included: know the possibilities, expand the 
organization, provide the space, train the leaders and evangelize the people (A. Flake, 
1922). Langford was further convinced that this principal would be effective in any 
organization within the church, including the Music Ministry (J. Boozer, personal 
communication, June 16,2010, and personal conversations with Langford by the 
researcher). Boozer's personal and ministerial philosophy of involvement was in 
agreement with Langford and "Flake's Formula. " Boozer stated, "The more people I 
could get involved, the more musically educated they would become" (Ibid.). Boozer 
worked with Langford for a period of 11 years and set out to form numerous musical 
groups within the church. This produced dramatic numerical growth within the Music 
Ministry's organizational structure (Ibid. See Appendix E). The researcher worked with 
Langford as well for a period of seven years. In 1996, Langford announced his 
retirement. 
Dr. Craig Conner became Senior Pastor of the church in 1998. He brought 
sweeping changes to the congregation, which had become complacent with Langford's 
formalism. Unlike Langford, Conner was not a promoter of events. Conner dedicated 
himself to his sermonic preparation, which was reflected in the pronounced growth of the 
church's membership and attendance (Church's annual denominational reports). Prior to 
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the completion of its newest worship center in 2008, the church offered three identical 
blended morning worship services with full choir and orchestra at each, as well as a 
fourth contemporary service, with a praise team consisting of a band and singers. 
Whereas Langford musically preferred the traditional gemes, Conner preferred 
the more upbeat and desired the inclusion of contemporary choruses in worship (C. 
Conner, and B. Danzey, personal communications, August 3 & 2, 2010, respectively, and 
personal recollections of the researcher). The differences between these two men went 
further than their musical preferences. Langford promoted a stately atmosphere where 
silence was equated with reverence (R. Clark, and S. Enfmger, personal communications, 
August 4, 2010 & July 22, 2010, respectively). Enfmger, church pianist, stated that: 
....... the audience listened passively as the Adult Choir performed choral octavos, 
anthems and cantatas. It was the preferred manner by the Senior Pastor 
(Langford). That was all they knew. And if you came here, and didn't like it, you 
went somewhere else. We offered one sort of thing (Personal communication, 
July, 22, 2010, clarification added). 
This silent, detached and observant atmosphere was also in keeping with Music 
Education as Aesthetic Education (MEAE), which was not only the prevailing musical 
educational philosophy of that era, but was in vogue within the worship atmosphere 
promoted by Langford at this local church. MEAE was taught by educators who were 
trained in this classics-oriented philosophical approach. On the local church level, these 
same individuals were also influential key leaders within the First Baptist Church Music 
Ministry and whether by accident or design, this MEAE philosophy naturally transferred 
to the various musical venues offered by the church, whether in musical worship 
experiences or within the church's music classrooms. Various musical organizations and 
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selections were revered by the congregants as sacred "works of art." During this era, 
children's choirs extensively used the record player to expose children to musical works. 
Congregational singing and worship practices were also not immune to the MEAE 
philosophy. The hymnal was elevated to a sacred musical work of art, and anthems and 
masterworks performed by the Adult Choir, and were observed by congregants in a quiet 
and reverent atmosphere. During Langford's tenure, choreographed movement met with 
the open displeasure of Langford and the older members of the congregation. McQueen 
stated, "You knew who to look at to see what their reaction would be" (Personal 
communication, June 24, 2010). Conner conversely promoted demonstrative expressions 
of celebration, worship and praise, including verbal expressions (Ex: "Amen," "Praise 
the Lord" and "Hallelujahs"); lifting ofhands in worship expression; and clapping with 
congregational singing or in response to musical selections offered by choirs, orchestra 
and soloists (C. Conner, R. Danzey, and R. Clark, personal communications, August 3, 2, 
& 4, 2010 respectively). Conner stated: 
Previously, I don't think the people had the freedom to express themselves. As the 
Pastor, I have given them the liberty to loosen up. I will never forget the first 
Sunday that I was here. The choir sang "Hallelujahs to the Lamb" (a medley of 
various classical "Hallelujah" choruses) and there was dead silence. I got up and 
made the statement, 'I don't know about you, but where I am from, we applaud 
something like that (Personal communication, August 3, 2010, clarification 
added). 
This specific musical selection was significant in that while it was an arrangement of 
classical selections featuring the term "Hallelujah," to the new Pastor the church's 
reaction of this rather formal and classical selection could no longer be quiet and 
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detached observance. The congregation could now be free to openly embrace the musical 
experience and publicly react to the music. 
Whereas Langford believed in expanding the organizational structure to include 
more units, to the contrary, Conner believed in streamlining it. "Doing more with less" 
was the recurring theme in ministerial staff meetings (Personal recollection of the 
researcher). Viewing it as "being where God was working," Conner believed in further 
developing that which was already productive, eliminating the stagnant or beginning 
something new which would fill a yet unmet need. To that end, the Music Ministry was 
streamlined and restructured during Conner's tenure. 
With the sweeping changes involving programming in all organizations of the 
church, including its Music Ministry, as well changes in the worship atmosphere, the 
music education philosophy and direction additionally made a philosophical shift from 
solely MEAE towards one which could also embrace a praxial philosophical approach. 
Participants in the Music Ministry became more involved in the praxial making of music 
as they included music that was less homogeneous and more reflective of the 
congregation's increasing diversity. While occasionally performing classical selections, 
the Music Ministry was no longer masterworks oriented, and the aesthetic element was 
downplayed within the church's worship atmosphere. Children's choirs and youth choir 
became more performance oriented. Youth choir participants actively made music that 
was more reflective of their current culture. Congregational members became more 
demonstrative in their personal worship participation and singing. This largely coincided 
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with the arrival of the new Senior Pastor (Conner) and was in cooperation with his 
philosophical approaches to worship practices. 
Coupled with the shifting music education philosophies of this era, the ministerial 
philosophies of these two divergent pastors can largely explain much of the changes in 
programming, as well as much of the transitions within the last thirty years. They also set 
the tone, timbre and pace for the changes in music education philosophies and 
programming within this specific church as well. 
4.3 - Concerning the Surveys & Interviews 
Within the framework of this research project, a written survey was presented to 
the four major entities ofthe church and Music Ministry, which included the 
Congregation, Adult Choir, Orchestra and Youth Choir. The survey not only addressed 
these four major components, but that of Children's Choirs and Music Education 
Philosophy and Practices as well. Participation was voluntary although encouraged. A 
total of 313 people responded to the surveys, although only 299 chose to give 
demographic information. An unwillingness or omission to provide demographic 
information did not invalidate their responses, as anonymity was offered to all 
participants. Due to the survey collection process and to specific instructions given both 
verbally and in writing, it was reasonable to assume that children (fifth grade and under) 
did not participate. At the time of the survey, the Adult Choir had 145 members, the 
Orchestra had 3 5 and the Youth Choir had 55. Gleaning from the survey demographics, 
there were 74 (51%) participants from the Adult Choir, 18 (51%) from the Orchestra, 29 
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(53%) from the Youth Choir and 166 from the Congregation. Of these total respondents, 
59% (177) were female, and 41% (122) were male. These individuals reported their 
marital status as 71% (21 0) married, with the remainder (29% I 86) being single. 
Although survey participation was open to members and non-members alike, it is not 
surprising that only 3% (9) indicated that they were not members of the church. As 
expected, participation from within the congregation was the highest in the two oldest age 
groups. It is assumed that these individuals were both from an era in which people did 
what was asked of them, and that they viewed this as an opportunity in which their 
individual thoughts could be heard, whether negatively or positively. Therefore, the 
congregational survey responses were slightly slanted towards the opinion of those 
individuals 45 years of age and older. Although they are quite positive, a very few 
moderate responses were reflective of a demographic preferring strict hymnody over a 
mixture of congregational song genres. Preschoolers and children in the fifth grade and 
under were not permitted to participate in the survey process. Youth (sixth grade and 
older) and younger adults (ages 18 and older) chose not participate in the congregational 
survey as well, with the exception of Youth Choir members. Without an avenue with 
which to explore their reasons for their non-participation, it is presumed that this age 
group either did not perceive any educational value within the church's Music Ministry to 
exist; they viewed the concept of education within the church negatively, as was 
expressed in writing by several ofthe Youth Choir members; and/or they did not feel it 
relevant to personally participate. Parents may have also completed the survey for the 
family unit at large, believing it to be representative of and responsive for their children 
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as well. Explicit instructions were given to the contrary, detailing the need of everyone to 
complete their own separate form. It is believed that a representative demographic of the 
overall church was achieved in this non-scientific survey. To allow for cross-referencing 
and comparisons, the results were tabulated corporately and separately by the various 
groups. Percentages were rounded up or down to the appropriate whole number; 
therefore, some percentage results do not exactly total100% (See Appendix B). 
All survey participants were invited to respond as appropriate to the length of their 
individual membership or attendance at the church, whether they were members or not. 
People who began their participation in the church or music groups of the church in 1979 
and continued into the later era researched (1990-2009), were invited to participate in 
both time periods of the survey (Ex: 1979-1990 and 1991-2009). Individuals who began 
their participation during or after 1991 were not eligible to evaluate the earlier era being 
researched (1979-1990). Based upon demographic information provided, surveys were 
checked for accuracy of participatory responses relative to the individual's church 
membership or church attendance. The surveys for Music Ministry groups were identical 
to those given to the congregation-at-large. All surveys were color-coded for ease of 
collation. Participation in the survey process was strictly voluntary and completely 
anonymous. Participants were allocated a period of two weeks in order to complete their 
responses and return them to the church collection site. This location was in the church 
lobby and was manned by volunteers, thus further removing the researcher from the 
possibility of identifying specific survey participants and further assuring anonymity. 
After the initial presentation, participants were reminded of the urgency to participate and 
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the deadline to return their responses, through oral announcements and visually projected 
images on the church's large screens. 
Surveys were initially distributed to the congregation at the conclusion of a 
Sunday morning worship service. Adult Choir and Orchestra participants received their 
color-coded surveys on that same day at the conclusion of the Sunday morning worship 
service. Youth Choir participants received their surveys that afternoon at their weekly 
rehearsal. In order to reduce the potential omission of respondents, the survey was also 
distributed to those individuals who requested one at subsequent church services or music 
rehearsals at every opportunity possible during the following two-week period. Coupled 
with a verbal explanation by the researcher concerning the uniqueness of this research 
project, the urgency of the individual's participation, and fmally, including a personal 
invitation by the researcher to congregants and Music Ministry participants, the survey 
process was begun. It is reasonable to assume that the individual's need or desire to 
express their personal opinions or perceptions coupled with their long-standing 
relationships with both the researcher and Rev. Boozer were strong motivational factors 
for participation in the survey process. 
Each survey included statements, which were open to all respondents, regarding 
their perceptions of each Music Ministry group, congregational singing and overarching 
philosophies of music education as relative to programming of church music entities and 
congregational singing and worship practices. The survey primarily required Likert-
scaled responses. The written surveys were codified, quantified and triangulated, and 
were cross-analyzed for comparison and validity. To facilitate collation and codification 
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of responses, the surveys were color-coded for each group surveyed, and non-identifying 
demographic information was included on the first page of the survey. 
Church publications, annual church reports to denominational agencies, 
photographic evidence, as well as interviews with key individuals within the church, 
participants within the church' s Music Ministry and a Life Way employee all proved to be 
invaluable. The individuals interviewed offered first .. hand insights and recollections 
concerning this specific church or the denomination at large. Diversity was sought in the 
interview process through a purposeful selection of individuals (See Appendix F). Open 
ended questions were used throughout the interview process to illicit unbiased responses. 
The Internal Review Board of Boston University did not require signed consent 
forms for participation in either the survey or interview processes, although individuals 
being interviewed were read a statement from the university concerning their 
participation. All interviewees voluntarily waived confidentiality. 
4.4 - Congregational Singing 
Guthrie states that: 
... singing words together involves synchronicity- staying in time with one 
another. The singers submit themselves to a common tempo, a common musical 
structure and rhythm . .. to constraints of a particular melody and harmony, a 
common key and tonal hierarchy. As they submit in this way they discover limits 
that are not oppressive; limits that do not frustrate but facilitate the participants' 
intention to sing (2011 , pp. 400-401). 
These same factors were and are true today of the singing ofFBCPC. The congregation 
seems to be the most unified when it sings. 
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During Langford's tenure as Senior Pastor, FBCPC simultaneously embraced the 
mixture of evangelism, traditionalism and formalism. Through most of Langford's tenure 
as the Senior Pastor, the church service would begin with the congregation rising to its 
feet as all ministers and deacons processed in single file from a side door. As the 
entourage would enter the room, the congregation would suddenly stand and become 
silent as the organ was played with great gusto (J. Boozer, personal communication, June 
6, 2010, and personal recollection of the researcher). The practice was outside the norm 
for the Baptist denomination and continued for most of Langford's tenure. In contrast to 
him, Boozer was viewed as "progressive for his time" (S. A. Gay, personal 
communication, August 3, 2010). Remembering the congregational singing as 
"uplifting," Gay stated that it was "from the hymn book because that was what was done 
back then" (Ibid.). Throughout Langford and Boozer's tenures, the Baptist Hymnals 
(1956 and 1975 editions successively) were used as the sources for congregational 
singing. Singing was a mixture of hymns with some of the more upbeat and evangelistic 
Gospel songs being moderately included. A chorus was sung during a time when visitors 
were personally greeted by the members of the congregation. Typically, it was the only 
chorus to be sung during the worship service (B. Danzey, personal communication, 
August 2, 2010). Boozer acknowledged that during his tenure congregational singing 
within the Baptist denomination changed; however, he stated, "We skipped a whole 
generation ofhymnals, because of when the (former) church auditorium was built and 
when the newer version of the Baptist hymnal was published" (J. Boozer, personal 
communication, June 6, 2010, clarification added). This further delayed the inclusion of 
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praise and worship choruses into the congregation's accepted repertoire. The 1979 
Baptist Hymnal was purchased in 1984 by the church (church minutes, January 18, 1984). 
The next edition ofthe Baptist Hymnal was published in 1991. The prospect of building a 
new worship center was ever on the horizon, the 1991 Baptist Hymnal was never 
purchased, and the 1979 hymnal was used until 2003. 
During Langford's tenure, there was a formal expectation that "everything was to 
be done right, proper, and with the best music" (R. Clark, personal communication, 
August 4, 201 0). A rigid worship atmosphere was fostered by Langford, and the printed 
Order of Worship was meticulously followed (B. Danzey, L. Leake, and R. Clark, 
personal communication, August 2, 2010, June 30, 2010 and August 14,2010, 
respectively). This process may not seem unusual to anyone from a liturgical background. 
It was definite! y different from many, if not most Southern Baptist churches of that era 
and especially in that region of the country. During Langford's earlier tenure, 
congregational hymns were typically sung separately rather than in medleys. Orders of 
Worship reflected an eclectic mixture of hymns. Clark remembered that during the 
morning worship services, "hymns were (primarily) of the higher church type, such as 
'All Creatures of Our God and King, ' and the hymns for the evening service were the 
more evangelistic hymns, but a much smaller crowd came on Sunday nights" (Ibid. 
clarification added). The "Doxology" (Tune: OLD 1 ooth) was sung every Sunday 
morning at the conclusion of the financial offering. Clark further stated that "no one 
really wanted to admit to the formalism in worship, but it existed. They thought it was 
just proper and that's what they were to do. Anything else would not be appropriate" 
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(Ibid., clarification added). Boozer also acknowledged the congregation's resistance to 
change (J. Boozer, personal communication, ]lJile 16, 2010). 
Other than on rare occasions, the Baptist Hymnal was the sole source for 
congregational singing (Ibid.). Large screen projection units were not readily available, 
nor would they have been socially accepted by this congregation at that time. It was 
therefore necessary to hold a hymn book. The hymnal provided the songs' texts, musical 
notation and was also a source for responsive scripture readings. Numerous interviewees 
related how they learned new songs by following the musical notation in a hymnal, 
learned to sing harmony by vocally following the surrounding congregants, and 
developed deep theological beliefs from their use of the church hymnal. This sentiment 
was primarily expressed in survey responses by many of the mature participants, but was 
not limited solely to that adult demographic. 
The congregation accepted the hymnal as a musical and worship resource, and to 
some degree many, if not most, revered its usage as a worship tool and sacred musical art 
form. This sentiment was consistent with the prevailing MEAE philosophical approach 
(Reimer, 2003, p. 110). All musically educated individuals in this church during this era 
had been trained in MEAE philosophy and practices. Seventy-two percent of the survey 
respondents (1979-1990) classified the congregational singing as consisting of"only 
hymns" or "mostly hymns with few choruses." Sixty-three percent of survey respondents 
in this same era associated the use of the hymnal as improving their personal knowledge 
of and ability to read musical notation. Congregational singing and song choices were 
seen as strong motivational factors for personal worship participation with over 80% 
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agreeing. Probably due to the homogenous nature of the congregational singing, only 
41% cited the congregational singing as a factor for developing an appreciation for 
"worship styles which were different from my personal preferences." Seventy-five 
percent of these same respondents positively stated that the congregational singing was "a 
musically educational and beneficial experience." There was a strong consensus, of the 
101 respondents from that era (1979-1990), that hymnody was the preferred choice for 
congregational worship, it was perceived by them to be educationally and musically 
beneficial, and it was representative of the musical preferences of the congregation (with 
77% responding favorably). Relative to congregational singing, the strongest responses 
were from the congregation itself, and were closely followed by the Adult Choir's 
responses. These statistics are consistent with what one might expect from the mature 
demographics of the respondents (See Appendix B). 
One of Boozer's educational goals was to teach people how to use the hymnal in 
their worship experiences (J. Boozer, personal communication, June 16, 2010). In 
teaching a new song to the congregation, Boozer would utilize several exposures to 
familiarize them with the song, including: have the organist or pianist play the tune, have 
a soloist or the choir sing the song, use the song to begin the service or simply to teach 
the song by rote (Ibid.). Boozer viewed one facet of the hymnal's use to be educational, 
in that people could see the notes moving up and down and relate the movement to what 
was being sung by the congregation (Ibid.). Early in Langford years, the church service 
was segmented as reflected in the printed Order of Worship (See Appendix G). Langford 
would invariably speak from the pulpit between every musical offering, whether to make 
99 
a promotional announcement or lead in prayer. This made it difficult for the Minister of 
Music to build momentum in the congregational singing, or to follow a train of thought in 
musical and thematic worship. These segmented worship experiences coupled with the 
formality fostered by Langford engendered a formal atmosphere (R. Danzey, and S. A. 
Gay, personal communications, August 2 & 3, 2010). FBCPC was characterized as a 
"singing church," and the congregation would fervently and loudly sing with great gusto. 
With the formation of the church orchestra in 1979, the instruments were initially used to 
accompany the congregational singing. Their sound was supplemented by the Reuter 
pipe organ and Yamaha grand piano. 
In 1990, Boozer resigned the church to pursue doctoral studies at Louisiana State 
University and the researcher was hired as the next Minister of Music. One of the primary 
mandates in Garcia's hiring was to convert the church's overall Music Ministry into a 
blended format. During this same era, printed music for praise and worship choruses 
began to be readily available in the commercial market. These instrumental parts allowed 
the orchestral instruments to accompany the contemporary music, which was now 
included weekly within the worship services. One of the earliest collections of 
contemporary praise music was Songs for Praise & Worship, published by Word Music 
(1992). It offered not only offered choral parts for these contemporary choruses but 
instrumental parts as well. Over time, More Songs for Praise & Worship, Volumes 1-5 
were added to supplement the escalating repertoire of contemporary music 
The church began to seriously discuss constructing a new worship center; 
therefore, a newer hymnal was not purchased. The church continued to use the Baptist 
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Hymnal (1975 edition) until2003. At that time, The Celebration Hymnal was purchased. 
This new hymnal incorporated not only traditional hymnody, but Gospel songs and many 
contemporary praise choruses as well. This specific hymnal was selected because of its 
wide range of musical genres, and to facilitate the acceptance of the newer praise songs 
through their inclusion within the hymnal. It was not uncommon for the congregation to 
sing unaccompanied. Those who could sing choral parts were encouraged to do so, while 
others would simply sing the melody. This further bolstered the congregation's 
confidence and pride in their rousing corporate singing. The newer hymnal prolonged the 
use and acceptance of a hymnal as a musical worship resource in this church. This also 
delayed the usage of large screens, which were becoming commonplace in many 
Protestant churches. 
Through the years, the musical pendulum has temporarily fluctuated from more 
traditional to more contemporary; however, the congregational selections of this specific 
church have primarily been within the moderately blended category as acknowledged by 
survey respondents (See Appendix G). This has met with open acceptance from most 
(71%) and resistance from others ( 10%) with 19% remaining neutral. 
Throughout both tenures, music classes have been extended to the congregation, 
offering instruction in music theory, reading musical notation and solo singing (S. 
Enfinger, personal communication, July 22, 2010). The singing classes taught by Rev. 
James Kent, a retired Music Minister, had the largest enrollment; although, participants 
were primarily within the older demographic of the congregation and choir. 
Another dramatic change in the methodology concerning congregational singing 
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occurred simultaneously with the completion and occupancy of the church's new 2300+ 
seats worship center. Large screens with rear projection systems were installed and the 
texts for all songs were now projected on the screens. While hymnals were readily 
available at every seat and hymn numbers were printed in the worship guides for those 
who wish to continue to use hymnals, virtually no one picked them up. This was also 
true of the older congregants ofthe church (Personal observation of the researcher). The 
use of the large screens for text projection met with mixed reviews. Forty-five percent of 
the survey respondents declared that the use of the screens have negatively affected their 
personal ability to read music; however, the overwhelming portion of the congregation 
approved this new application, citing it as "freeing" in their personal worship experience 
(M. Slinkard, personal communication, June 24, 2010, See Appendix B). Senior adults 
have initially and significantly met this situation with resistance. In speaking of the 
screens and their possible effect on music literacy, Rebecca Mills, a lifelong church 
member and former local music educator, indicated that the screens were "there to stay." 
She stated, "You do realize that you have lost that war!" (R. Mills, personal 
communication, June 24, 2010). The projection of the song texts onto the screens 
presented its own set of unique problems, including a dependence upon the media 
technician, computer and software program to be timely, and the lack of musical notation 
projected onto the screens with which to teach a new melodic line. Previously there was 
speculation concerning the best method to teach a new song. Rote was now the only 
option. Andrew Danzey, a lifelong participant in the church's Music Ministry, stated that 
even though he preferred to sing hymns and to sing from the hymnal, he no longer picked 
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up the hymnal "because it was not convenient, and because others don't do it" (Personal 
communication, August 1, 2010). This comment also demonstrates the power of peer 
pressure within the church environment to encourage or discourage specific behaviors. 
Through the years, Byron Danzey has possessed a unique perspective, in that he 
has been both an interim Minister of Music at this church and others, and has been the 
supply worship leader in the absence of both Boozer and the researcher. Danzey stated 
that in the earlier years and "largely due to my immaturity, this was what we did, tum in 
the hymnal, sing the song and sit down." However, now as a worship leader, "the flow is 
better. I have the freedom to make changes, speak ofthe song's historical and 
theological backgrounds, repeat a song, or sing a cappella" (B. Danzey, personal 
communication, August 2, 2010). He further stated that "heads are (now) up, hands are 
free, and it's easier to participate" (Ibid. clarification added). 
In the later era (1991-2009), numerous facets have changed in Baptist 
congregational music, including the addition of praise and worship choruses, the 
projection of song texts onto large screens, the inclusion of supplemental instruments, the 
use of song medleys which can possibly mix hymns and choruses together, and for many 
churches, the abandoning of the church hymnal (M. Harland, personal communication, 
January 28. 2011). In the last few decades, many ofthese changes have also occurred at 
FBCPC (personal observation of the researcher). 
Dawn cautions against the singing of praise choruses to the exclusion of standard 
hymnody as she states: 
We must be careful in choosing new music from our era (as opposed to the music 
in hymnbooks, which has already for the most part been sorted by history so that 
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the best remains). Since we live in an increasingly narcissistic culture, we must 
guard against new songs that are self-centered, that fail to convey the we-ness of 
the Church. We want to avoid music that focuses only on our personal feelings of 
happiness, instead of equipping us to be a missional community that reaches out 
beyond ourselves with the good news of grace in Christ and cares for the world 
around us with peacemaking and justice building (1999, p .. 182). 
She stresses the need for diversity in song yet at the same time, having a sensible mixture 
of time-honored hymnody as well. First Baptist Church of Panama City has attempted to 
offer this mixture in congregational song selections. Sixty-eight percent of survey's 
respondents acknowledged that "congregational singing has dramatically changed 
musical styles." For eighteen years of the researcher's tenure, the hymnal continued to be 
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utilized as the primary worship resource. It was only after moving into the church's new 
worship center that the hymnal was largely abandoned by the congregation, although 
many of the songs still came directly from the hymnal resource. While all groups 
overwhelmingly acknowledged that the use of the hymnal was a positive influence on 
reading musical notation, the church as a whole no longer used the hymnal as its sole 
resource for its congregational singing (Adult Choir: 54%, Orchestra: 37%, Youth Choir: 
71%, Congregation: 49% and Overall: 52%). These same respondents (Overall: 46%) felt 
that their "music reading ability had been affected," yet they overwhelming preferred the 
style and choices of musical selections being offered to them. Seventy-one percent stated 
that the congregational singing of this era was "representative of the musical preferences 
ofthe majority of the congregation." The implication was that reading musical notation, 
while important knowledge to possess, was not deemed to be as significant to the 
congregants as having a personally positive and relevant worship experience. The survey 
respondents (Overall: 59%) overwhelmingly cited the congregational singing as blended, 
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and consisting of 50% hymns and 50% choruses. In a non-scientific survey conducted in 
the summer of2011 by the Executive Pastor, virtually all ofthe young adults (97%) 
surprisingly indicated that they longed for the blended worship format of the church to 
continue in lieu of a contemporary worship service. In 2010, with 88% of all research 
respondents stating that the congregational worship motivated them to "actively 
participate" and 63% acknowledging that these same worship experiences led to an 
acceptance of musical worship that was "different from (their) personal preferences," the 
congregation strongly indicated their approval of what was being offered to the 
congregation. This acceptance of differing musical choices, genres and styles led 77% of 
the survey respondents to label the congregational singing as a "musically educational 
and beneficial experience." Whereas survey responses concerning the previous era were 
primarily from the older congregational members and Adult Choir members, percentages 
from the 1990-2009 era were virtually even, if not very close in all demographics and 
groups surveyed. The implication could be made that the congregational singing of the 
later era elicited stronger sentiments and responses. 
Slinkard felt that the congregation responded positively to "anthems turned into 
congregational songs," inferring that the congregants wanted to sing choral selections that 
had been performed by the choir with public and encouraging affirmation from the 
congregants (Ibid.). An example ofthis type of song was "How Great is Our God," a 
contemporary praise song which had been arranged with the hymn "How Great Thou 
Art" (Words and music by Chris Tomlin, Jesse Reeves and Ed Cash; Arranged by Gary 
Rhodes; Orchestrated by Dave Williamson, and published by Word Music, Nashville, 
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Tennessee, Octavo Nwnber: 080689644276). Both songs elicited strong emotional, 
sentient and religiously significant responses from the congregation, and as such they 
longed to sing these songs to the stirring accompaniment and fresh arrangements. 
From a music appreciation viewpoint, Gay stated that the congregational singing 
occasionally forced her outside of her "comfort zone," and through experiencing 
something new, she broadened her appreciation for unfamiliar musical genres. She 
further stated, "Sometimes I don't want to (experience something new or different). 
There is an element of me that prefers for worship to be familiar. I want to relax in my 
familiar. I am distracted when I have to learn something new" (Personal communication, 
August 3, 2010, clarification added). Citing a newer invitation song selection, "Draw Me 
Nearer" (Words by Fanny Crosby, Music by Diane Sheets, Copyrighted 2004 by Word 
Music), Gay stated: 
When we first started singing it, I didn't like it. It was uncomfortable for me 
because it had a different melody to familiar words. But now, I love it. Sunday 
nights and Monday mornings I find myself humming it. Now that I know it, I love 
it. It has become precious to me (Ibid.). 
This scenario reflects a truth with congregational church music that is supported in this 
instance by the survey responses. People like the familiar, and may be resistant to change; 
however, most people are adaptable and when not forced to solely embrace a new type of 
music, to the exclusion of their preferred norms, they will most likely adapt and may 
even eventually embrace the newer genre. The differing congregational demographics 
expressed divergent musical preferences of what they may fmd acceptable. As 
demonstrated through the written surveys, some noted how they preferred the "praise and 
worship songs," while others wrote of their desire to return to "only hymns." Strangely, 
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these philosophical differences in personal and musical preferences were not unique to 
strict demographic boundaries, but could be found in almost all adult demographics. 
Consistent with Koopman's inclusionary philosophy, there was a progression in 
this church away from a strictly aesthetic philosophical approach towards the inclusion of 
a praxial and participatory methodology. The use of the hymnal as a sacred "work of art," 
a status that it historically possessed through habitude and consensus within the 
traditional Baptist church, was virtually abandoned with the advent of the rear-projection 
screens. An aesthetic philosophy slowly gave way to one which was more praxial 
regarding congregational singing; however, an aesthetic philosophy still was pervasive 
among the older congregants and those who had been musically educated through a 
MEAE educational experience. In reality, both philosophical approaches coexisted and 
functioned simultaneously within this local church. 
4.5 - The Adult Choir 
Don Shepherd, church historian, remembered that prior to 1979, the Adult Choir 
was "numerically pretty slim .... the center section (of the choir loft) was seldom filled" 
(Personal communication, June 14, 2010, clarification added). Upon his arrival, Boozer 
immediately stressed the need for numerical growth and musical excellence. Boozer 
expended a great deal of effort to enlarge the membership of the Adult Choir; however, 
the choir rehearsal suite was inadequate to sustain pronounced numerical group. The 
Adult Choir grew from the teens to a weekly attendance that averaged about 40 people, 
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and peaked with approximately 80 people at Christmas (S. Enfinger, personal 
communication, July 22, 2010, and photographic evidence). 
The choral repertoire included classical compositions, hymn arrangements, stately 
sacred choral anthems and an occasional Gospel song arrangement. The choral selection 
would normally be accompanied by piano and organ. This was largely due to the lack of 
orchestral accompaniments written for the chosen choral anthems during that time. When 
the newly formed church orchestra did accompany the choir, the individual instrumental 
parts had to be manually written to accompany the anthem. This was a time consuming 
process and was seldom done. 
During Boozer's era, Adult Choir rehearsals were on Wednesday nights and were 
1 ~ - 2 hours in duration. The rehearsal began with approximately 15 minutes of vocal 
warm-ups, physical and breathing exercises and sight-reading exercises before 
progressing into the choral selections to be rehearsed (B. Danzey, personal 
communication, August 2, 2010). Boozer taught the "moveable do" system and many 
times, the choir would be asked to sing a choral part that they had missed, using solfeggio 
(P. Boozer, personal communication, August 16, 2010). Enfmger remembered "a good 
deal of theory being taught, using the chalkboard, as well as teaching on diction, posture 
and breathing" (S. Enfmger, personal communication, July 22, 2010). Boozer stated that 
one area in which he felt that he had "failed as the Minister of Music was raising the level 
of musical literacy within the choir" (J. Boozer, personal communication, June 26, 2010). 
To the contrary, this organization was viewed by the church membership as musically 
educated and as an educational entity. This was significantly reaffirmed through the 
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written survey (Overall: 52%, Percentage range: 49% - 83%, clarification added). There 
was a great deal of positive pride and self-confidence within the choir concerning their 
musical ability. The congregation confirmed this same sentiment as 56% of overall 
survey respondents, 66% from the congregation and 50% from the Adult Choir all 
agreed that the Adult Choir of that era "was comprised of people who were musically 
trained and who were able to easily read music." Linda Leake recalled possessing a 
personal pride as she attempted to "do her best musically, sing with excellence, sing the 
right notes and be there each week because it was the right thing to do" (L. Leake, 
personal communication, June 30, 2010). Although not fostered by Boozer, an attitude 
existed among the congregation that the Adult Choir was a musically elite group. It was 
respected and revered, but not perceived to be open for membership to the musically 
untrained (Enfinger, personal communication, June 22, 2010). Survey responses 
concerning the Adult Choir were generally the same among all respondents, confirming 
that the Adult Choir was an entity within the church that congregants and Music Ministry 
respondents felt positively represented the church in a manner that was consistent with 
the musical preferences, desires, and direction of the church. 
Boozer had several overarching goals for his Adult Choir ministry, including: 
" ... choosing music that would be appropriate to the local church setting, 
matching music with the sermon topics and having a mixture of music which was 
beyond their personal preferences and at the same time, exposing people to 
various genres" (J. Boozer, personal communication, June 26, 2010). 
The choral repertoire often included classical and traditional selections by Haydn, 
Handel, Faure, Mozart, as well as more modem selections, frequently by Rutter (S. 
Enfmger, and K. Matson, personal communications, July 22, 2010 and June 17, 2010, 
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respectively). While occasionally singing Gospel songs, the choral selections were 
primarily traditional in style and presentation (B. Danzey, personal communication, 
August 2, 2010). This was the accepted norm within the church at this particular time, 
and met with the silent approval ofthe traditional congregation and Senior Pastor. Fifty-
three percent of survey respondents were either neutral or disagreeing that the music of 
the Adult Choir was "widely varied in musical styles." Seventy-one percent of the 
respondents classified the music of the Adult Choir as consisting of "traditional anthems, 
or somewhat traditional." Despite this sentiment, 52% stated that the music of the Adult 
Choir "broadened (their) appreciation for different sacred musical styles" (Clarification 
added). Boozer chose the classical composers "because that ministered to a lot of people 
(in the congregation)" (J. Boozer, personal communication, June 16, 2010, clarification 
added). He also viewed this as educational by broadening their appreciation of music 
through exposures to music outside of their preferred tastes (Ibid.). Of the survey 
respondents, 43% agreed with him. Consistent with MEAE, sacred choral music during 
this era was considered by this congregation as detached objects of religious worship art, 
to be quietly heard, reverently experienced, and personally appreciated (Reimer, 2003, 
p.ll 0). While valuing the musical efforts of the Adult Choir, 52% of overall survey 
respondents cited that they were "neutral" and 9% disagreed that the "singing of the 
Adult Choir motivated me to pursue greater musical knowledge and skills." 
Boozer offered choral workshops that would be taught by collegiate choral 
directors or denominational musicians to positively influence the choir' s sound (Boozer, 
J. personal interview and "Tides of Living Waters", various editions). Vocal techniques, 
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choral diction and musicality were the recurring themes of these workshops. These 
workshops often coincided with an upcoming concert in which the concert's repertoire 
would be utilized as the workshop's thematic material. Boozer viewed these conferences 
as effective tools in giving the choir new insights from differing directors. He also used 
these events to "reinforce what (he) had been teaching (them)" (Ibid. clarification added). 
First presented in 1982, the "Passion Play" was a program that presented biblical 
tableaus set to music. The choir would stand as a unit in costume to one side of the 
auditorium's stage as the drama unfolded on the church's platform (Church Record, 
FBCPC, January- December, 1982, p. 11). In 1979, Boozer began another new musical 
tradition at FBCPC, the "Living Christmas Tree," which was originally a wooden 
structure supporting a lighting system and covered with live greenery. The tree was 
occupied initially by 78 adult singers. The tree structure was utilized for seasonal 
concerts that were presented by both the Adult Choir and Youth Choir (News Herald, 
Panama City, Florida, December 16, 1979). Gay remembered that many "people who 
were never involved in the Music Ministry (prior to this time) were active in helping 
design, build, prepare and decorate the tree as well as participate in the overall program" 
(Personal communication, clarification added, August 3, 2010). This musical tradition 
continued for many years during Boozer's tenure and met with great interest from the 
Bay County public. In 1986, the Adult Choir presented Handel's Messiah. The orchestra 
played with supplemental instrumentalists being hired as needed. For this program, the 
choir swelled to 85 people, with many of the soloists coming from within the choir's 
membership (Photographic evidence). In 1987, immediately following the previous 
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year's successful Christmas musical season, Langford decided that the church would now 
offer two identical morning worship services, and that the Adult Choir and Orchestra 
would be split into two separate choirs and orchestras. According to Clark, church 
leadership tried to convince Langford that this was not in the church's best interest. But 
he would not be swayed. Clark further stated that from this time forward the Adult Choir 
and Orchestra, while numerically large in rehearsal, would seem much smaller to the 
congregation during the divided Sunday morning church services. The group seemingly 
lost momentum and never numerically recovered their former enthusiasm following 
Langford's two-service edict (R. Clark, personal communication, August 4, 2010). 
Despite this situation, the Adult Choir was musically still a formidable entity 
within the worship services of the church. Positive survey responses acknowledged that 
the "Adult Choir was a major component of the overall worship experience" for the 
FBCPC congregation (Overall: 91%, Percentage range: 83- 91 %). 
In 1990, Boozer resigned to pursue doctoral studies at Louisiana State University 
and the researcher was hired as the new Minister of Music. Garcia was given the mandate 
by the Senior Pastor (Langford) and the church's Personnel Committee to change the 
church's Music Ministry to a blended format and he set the course for modification. The 
choral repertoire was expanded to include more contemporary selections, including Black 
Gospel, Southern Gospel and generally, less formal choral anthems. Initially this met 
with positive acceptance by the choir and congregation, until the more traditional 
members realized that this was to be the new norm. They longed to return to their more 
comfortable, familiar and preferred gemes. For a while, a vocal minority strongly 
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expressed their convictions and disdain. The survey respondents acknowledged the wide 
variety in musical styles associated with this later era (Overall: 89%, Percentage range: 
87- 94%). It was through this diversity of music that the congregation "broadened (their) 
appreciation for different sacred music styles" (Overall: 75%, Percentage range: 67-84%, 
clarification added). Over time, the congregation adapted to this less formalized and 
traditional approach, as reflected by the survey respondents by stating that "by listening 
to the Adult Choir, I broadened my acceptance of different musical styles" (Overall: 
74%, Percentage range: 67- 90%). It is interesting to the note that while the 
congregational survey respondents reflected a mature adult opinion that was resistant to 
change, survey percentages from the later era (Overall: 74%) reflect a greater 
"acceptance of differing musical styles" than that of the earlier time (Overall: 43%). 
Survey respondents of all categories were in agreement concerning almost every aspect 
of the Adult Choir, confirming that the church at large not only appreciated their Adult 
Choir, but was motivated by it, and found listening to it to be a musically educational and 
spiritually rewarding musical experience (See Appendix B). 
Survey respondents declared "the music of the Adult Choir (from 1991-2009) to 
be a mixture of all styles" (Overall: 73%, Percentage range: 68-83%) and "somewhat 
contemporary" or "contemporary" (Overall: 22% ). The later administration had achieved 
a conceptual shift within the musical repertoire of FBCPC, the congregation recognized 
it, and eventually embraced it. 
Preparations were begun for the "Passion Play" of 1991. The most pronounced 
difference of that year's production would be that the choir now comprised the cast of 
113 
actors. Lead dramatic characters and soloists were selected solely from the choir · 
members. Acting and physical movement, including group dancing, was expected of 
everyone participating. In 1992, this theatrical production was further expanded and 
moved to the city' s Marina Civic Center. The "Living Christmas Tree" program was 
programmed once again in 1998 with the purchase of a metal tree structure and an 
accompanying computer driven light show. This program was also presented at the 
Marina Civic Center. 
An, adult choral ensemble was selected by audition from Adult Choir members, 
and rehearsed on Monday nights for 1 Y:z hours. Selections were of the more contemporary 
sacred genres and were memorized. Separate male and female vocal ensembles were also 
formed from within the Adult Choir's membership and rehearsed on Wednesday nights. 
Additional programs were added to the annual calendar, including a large patriotic 
concert and the "Summer Night of Gospel Music." 
Upon Garcia's arrival on staff, it was quickly expressed by many choir members 
that the 1 Y:z - 2 hour rehearsals of the past would not be tolerated in the future (B. 
Danzey, personal communication, August 2, 2010, and personal recollection of the 
researcher). Therefore, the weekly choral rehearsals were shortened to one hour. This was 
more palatable to the choir' s membership, made it possible for parents of younger 
children to join, and in turn facilitated the choir' s future growth. Breathing exercises were 
deleted and the vocal warm-ups were incorporating into the rehearsal itself, by reserving 
the more musically demanding passages for later in the rehearsal hour. Rather than being 
isolated exercises, choral techniques were incorporated into the rehearsal of musical 
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selections. This concept of learning while making music paralleled a praxial philosophy 
of music education. The shortened weekly rehearsal schedule and the increased · 
requirement for Sunday night service music during Conner's tenure compounded the 
need for changes in rehearsal techniques. 
The choir membership and attendance continued to grow, filling the Music Suite 
with an uncomfortable capacity. Ultimately, the rehearsal area was remodeled in order to 
accommodate an additional 40 people. The chancel of the former Worship Center was 
also completely renovated, allowing for additional seating and enhanced performance 
conditions for both the choir and orchestra. This was achieved through heightened choral 
elevations and provided additional acoustical separation from the orchestral instruments. 
The Adult Choir grew to approximately 150 actively enrolled members, with a weekly 
attendance between 90-100 singers. Earnest stated that its membership was a healthy 
balance "between those who want to just 'make a joyful noise to the Lord' and those who 
want to be challenged and learn music better" (D. Earnest, personal communication, June 
8, 2010). Gay further stated that the membership was open to all and that there was "no 
preference given" to people in either category (S. A. Gay, personal communication, 
August 3, 201 0). Enfmger stated that the "austere cloud of musicianship" which had 
surrounded the Adult Choir was gone and that people were no longer afraid to join it, 
whether or not they were trained musicians. She stated, "They liked hearing it and they 
wanted to sing in it" (S. Enfinger, personal communication, July 22, 2010). The survey 
respondents confirmed that "the singing of the Adult Choir motivated me to pursue 
greater musical knowledge and skills" (Overall: 44%, Percentage range: 28- 64%). 
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There was still a perception that the "Adult Choir was comprised of people who were 
musically trained and who were able to easily read music" (Overall: 63%, Percentage 
range: 53-95%). 
The choral repertoire was further expanded to include contemporary songs. A 
concert was presented annually by the combined Adult Choir, Orchestra and Youth 
Choir. Promoted as a "multi-generational" musical event, this concert was presented in an 
effort to unify the church in musical preference, to expose the congregation at-large to 
genres outside of preferred norms, and to educate the younger generations to choral 
singing. Slinkard further saw this multi-generational experience as being outside the 
typical norm for a 1 00-year-old congregation, and projecting a positive image of 
inclusiveness to the outside community (personal communications, June 24, 201 0). 
The Adult Choir was not an auditioned group in either era. As the choir grew and 
less musically trained people desired to join, new and inexperienced singers would be 
seated next to individuals who were more musically experienced. This mentoring process 
would help the new singer become acclimated to the processes of reading choral 
literature, following a choral part, learning to match pitch, and following rhythms. This 
facilitated praxiallearning for both the established choir member as a mentor, and the 
neophyte as a learner. Enfmger described this as being a "learning as you do" process (S. 
Enfmger, personal interview, July 22, 2010). Slinkard spoke of the tapping and 
rhythmical speaking methodology used in learning "strange rhythms," as pairing "texts to 
rhythms" and viewed this as a positive music education experience (personal 
communications, June 24, 201 0). 
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In recent years, additional learning experiences have been afforded Adult Choir 
members through the process of professionally recording compact discs. This was 
achieved by being personally involved in the layering process of studio recordings of 
choir, ensembles and soloists; and by giving them opportunities to review their 
performances, whether as a soloist or collectively in the choir and orchestra. Online 
postings of musical selections on YouTube.com, Facebook.com and the church's website, 
provided musicians and members numerous opportunities to review on various levels. 
Earnest stated that these online postings were valuable educational tools for self-
evaluation of musical performances, facial expressions and stage presence (D. Earnest, 
personal communications, June 8, 2010). These postings were also educational to the 
non-performing viewer as they were exposed to a variety of musical genres. 
Concerning the music appreciation component associated with the Adult Choir 
and Orchestra, Slinkard viewed their repertoire as educating people through a wide range 
of musical styles and religious experiences. He further spoke of the public concerts 
performed at large outdoor venues as broadening and enriching, as well as projecting a 
different image than one might expect of a 100 year old church's Music Ministry 
(personal communication, June 24, 2010). 
Whether through an aesthetic approach as in the earlier era or through a praxial 
experience in the later, music education was a prevalent component of the Adult Choir. 
This educational philosophy was reinforced by the survey respondents, as they affirmed 
"one of the primary functions ofthe Adult Choir (from 1991-2009) was to musically train 
and educate people" (Overall: 55%, Percentage range: 47 -73%). These survey totals 
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reflect a stronger sentiment from Music Ministry participants over congregants at-large 
concerning the educational benefits of the Adult Choir. 
Videotapes of rehearsals revealed an environment that was conducive to praxial 
learning. For example, when the choir missed a rhythm, the rehearsal would be paused, 
and the choir would either chant or clap the rhythmic passage. When the choral tone was 
not acceptable, the director would once again halt the rehearsal, and ask why the singing 
had been stopped. The choir members would correct themselves in a light-hearted 
manner, demonstrating that they could distinguish between proper and improper diction, 
choral tone and pitches. The director sought to make the rehearsals educational and yet 
fun. Rehearsals moved at a steady pace to keep the singers engaged. The director would 
manually cue the type of choral tone or vowel placement desired. As needed, the director 
would give verbal cues concerning repeats, dynamics and other pertinent musical 
directions. It was an environment in which a novice singer could easily follow the music 
in a non-threatening environment, and learn during the music making process. 
Affirming a praxial philosophy, Danzey stated, "I believe that my musical 
knowledge has increased just by doing it over and over again. I have learned largely 
through repetition" (Personal communication, August 2, 2010). Leake, a former music 
educator within the public schools of Panama City, spoke of the religious benefits 
associated with singing in the church choir. She disclosed that earlier in her church music 
experiences, she was "all about the musicality of the songs, singing the songs correctly, 
singing the right notes, but now, I am now more concerned with the spirituality of the 
music" (personal communication, June 30, 2010). These two facets, repetition and 
118 
spirituality, were recurring themes not only in the interviews but in the survey narratives 
as well. The later sentiment of spirituality parallels the recurring thematic shift in Baptist 
church music in general towards the theme of worship (M. Harland, personal 
communication, January 28, 2011). Music education in the church seemingly must work 
towards that end, teaching music towards a goal of one becoming a better, more 
musically trained worshipper. Enfinger stated that a desired outcome of the Adult Choir's 
performance is to "pull the congregation into an atmosphere of worship" as they actively 
listen and personally experience the music within an attitude of worship (Personal 
communication, July 22, 2010). Survey respondents (1990- 2009) substantially affirmed 
the significance of the Adult Choir as "a major component of the overall worship 
experience" (Overall: 89%, Percentage range: 55-100%). 
These transitions are reflective of cultural and philosophical changes as related to 
the manner in which the Adult Choir, congregational singing and worship was 
experienced within this local church, and beyond to many evangelical Protestant 
denominations within the last 30 years, including the Southern Baptist Convention (M. 
Harland, personal communication, January 28, 2011). Originally, there was a pervasive 
MEAE philosophical influence and methodological approach within the earlier years 
being researched at this church. Classical "masterworks" were regularly taught within the 
Adult Choir. A homogenous repertoire was prevalent. And a reverently silent atmosphere 
was promoted within the congregation by the Senior Pastor (Langford). All of these 
factors reinforced a MEAE philosophical approach. These comments are not intended to 
be derogatory, as this Music Ministry reflected the prevailing philosophical and 
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educational practices that predominated that era. With the changing of administrations, 
the Adult Choir moved away from a purely MEAE approach, became more multi-cultural 
in musical offerings, and sought ways to make music education more praxial in 
programming and performance. In keeping with the philosophy of Lawrence Kramer, an 
effort was made to remove classical sacred musical selections from "its elitest pedestal 
and restore it to the real world" (Reimer, 2003, p. 22). The congregation was led by 
Senior Pastor and musicians, including professional staff and volunteer musicians, to 
experience music on more emotional, personally active and celebratory levels. Once 
again, due to the demographic make-up of this congregation, both MEAE and praxial 
philosophies and practices simultaneously coexisted on various levels. The prevailing 
philosophical approach was largely dependent upon the individual, and his/her personal 
preferences relative to the treatment of music. 
4.6 - The Orchestra 
Prior to Boozer's hiring as the new Minister of Music in 1979, Roger Clark 
served as the church's interim Choir Director (R. Clark, and J. Boozer, personal 
communications, August 4, 2010 & June 16, 2010 respectively). Clark formed a nucleus 
of an orchestra for one of the musicals he presented with the Adult Choir, hiring 
additional instrumentalists to supplement the fledgling orchestra (Ibid.). Boozer 
recognized the church's need and desire for a permanent orchestra and he set out to 
further develop what had been begun by Clark (P. Boozer, and J. Boozer, J. personal 
communications, July 29, 2010 & June 16, 2010, respectively). Boozer initially solicited 
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trained instrumentalists from the Adult Choir (J. Smith, & R. Mills, personal 
communications, August 3, 2010 & June 24,2010, respectively). The church's new 
group included 12 adults who played trumpet, trombone, clarinet, flute, baritone, 
bassoon, string bass and electronic keyboard (Ibid. and photographic evidence). Within 
the first year, the pedal harp was added to the orchestra and was played by a sixty-five 
year old woman who immediately began weekly lessons at Florida State University. 
Vivian Moore played this instrument in the church orchestra until her death over thirty 
years later. This type of commitment was demonstrated by many of the instrumentalists 
in the church's Orchestra. Several of the original members continued to weekly play in 
this group thirty years later. Dr. James Smith, now Assistant Professor of Music 
Education at Troy State University (Troy, AL), was hired in 1980 as the Instrumental 
Director for the sum of$600 annually (Church minutes and 1980 annual budget). 
The Orchestra was originally limited to adults and would rehearse each 
Wednesday night concurrently with the Adult Choir (J. Smith, personal communication, 
August 3, 2010). They would weekly accompany the Call to Worship (the short choral 
opening selection) and hymns for the congregational singing, but seldom accompanied 
the choral anthem (S. Enfinger, personal communication, July 22, 2010). Boozer 
recounted that "studio charts (instrumental parts used in the recording industry by 
professional musicians to accompany vocal I choral selections) or early orchestrations 
were very challenging or non-existent (for selected choral anthems)" (personal 
communication, June 16, 2010, clarification added). Orchestral parts were not available 
for the selected hymnal; therefore, the players had to write their individual parts for the 
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hymns to be played the following week (Ibid.). Smith stated that it was necessary for the 
players to learn to transpose their parts (Ibid.). Parts were assigned to accompany the 
hymns. "Trumpets and clarinets would split the soprano and alto parts. Trombone, 
euphonium and baritone would play the tenor and bass parts. The string bass would play 
the bass" (Ibid.). Smith declared that it was often necessary for the instruments to change 
voices within the context of hymn playing (Ibid.). He stated that "the quality of these 
musicians was so good that if they didn't hear a particular vocal part being played, they 
would jump to it" and transpose at sight (Ibid.). He disclosed that he "used the 
instruments for tonal color rather than everyone playing all the time," and that during the 
Wednesday night rehearsals, "we would decide who would play what parts and which 
instruments would play on the specific stanzas of the hymn, if at all" (Ibid.). The church 
overwhelmingly recognized their levels of musical knowledge and technical abilities 
(Overall: 83%, Percentage range: 73-84%). While appreciated by the congregation for 
their contributions to the worship atmosphere, this fledgling group did not motivate the 
survey participants '"to pursue greater musical knowledge and skills" (Overall: 18%, 
Percentage range: 15-40% ). 
The Orchestra would occasionally play an instrumental selection with the piano 
and organ supplementing the sound and playing any missing instrumental parts. 
Orchestral music was a new genre within regular church services at that time. The 
freshness of the instrumental genre largely contributed to its acceptance within this 
particular local church. Survey responses overwhelmingly indicated that the "Orchestra 
was a major component of the overall worship experience" (Overall: 61%, Percentage 
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range: 50-69%). Survey respondents also recognized that the Orchestra was an 
educational entity, yet they did not ascribe the educational facet as the primary purpose of 
the Orchestra (Overall: 45%, Percentage range: 43-67%). This was possibly due to the 
fact that the instrumentalists, with the exception of the harpist, were accomplished 
musicians prior to entering the Orchestra. At this time, the Orchestra was not a mentoring 
organization. 
While the Orchestra members categorized themselves as "a mixture of all styles" 
( 66% ), the other survey respondents described the Orchestra as ''traditional I somewhat 
traditional" (Overall: 59%, Percentage range: 59o/o-68%). This difference in perception 
could most probably be attributed to the limited instrumental repertoire available to 
church orchestras during this era. This difference in perception could also be attributed to 
the variations in genres that would be evident to trained musicians that would not be as 
obvious to non-musical congregants. Camp Kirkland, former instrumental director at 
First Baptist Church of Jacksonville, Florida, was one of the pioneers in not only 
developing church orchestras, but at that time was a renowned composer and arranger for 
church instrumental groups. His "7+ Arrangements" were popular because only seven 
instruments of any voicing were required to play them, often doubling the various parts 
with several different instruments (R. Clark, personal communication, August 4, 2010). 
These arrangements were utilized within the First Baptist Church orchestral repertoire. 
While stating that the Orchestra was "varied in musical styles" (Overall: 48%) and 
broadening of their "appreciation for different sacred musical styles" (Overall: 44%), 
these same survey respondents stated to a lesser degree (Overall: 38%) that the Orchestra 
123 
"broadened (their) acceptance of differing musical styles." Once again, this could have 
been attributed to the limited repertoire available to local churches during that era. 
Handwritten arrangements must be written in order for the Orchestra to 
accompany the hymns and/or choral anthems. Smith would typically arrange the brass 
parts. Sandra Rosengren, a local elementary music educator and string bass player in the 
church Orchestra, would write the parts for the woodwinds and strings. Smith stated, "On 
Wednesday nights, we would put the parts together to see how they sounded. Most of the 
time, it all came together nicely" (Personal communication, August 3, 2010). Boozer at 
times would orchestrate music. He stated that having to arrange for instruments was an 
educational experience for himself as well (J. Boozer, personal communication, June 16, 
2010). 
Smith indicated that the educational objectives of the church Orchestra were 
many and varied. While all of the members were experienced musicians, the group 
consisted of players with varying technical levels of playing abilities. The group weekly 
had to review fingerings, key signatures, transpositions and modulations (J. Smith, 
personal communication, August 3, 2010). Smith taught musical concepts of expression, 
phrasing, arranging, writing parts and editing written parts (Ibid.). The importance of 
balancing with the choir and congregation, so that the texts of the anthems or hymns were 
not drowned out, was continually stressed (Ibid.). 
Boozer recognized the need for continuing education for the instrumental director 
as well, and either personally escorted Smith or sent him to conferences at Ridgecrest 
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Baptist Conference Center (Ashville, NC) and New Orleans Baptist Theological 
Seminary (Ibid.). 
Because of the physical logistics ofhaving an orchestra within a worship center 
that was not designed or renovated to contain one, it was decided that the Orchestra was 
to be seated in front of the chancel (stage area). This presented a problem at FBCPC, 
because it blocked access to the altar area and physically prohibited people from 
physically responding to the invitation, which in Baptist tradition occurs at the conclusion 
of the sermon. The Orchestra originally would play for the first portion of the service, 
which included a Call to Worship, hymns and occasionally, a choral anthem. As the 
offering was received, the orchestra members would move their stands and chairs to a 
neutral location, and be seated in nearby pews (J. Smith, and J. Boozer, personal 
communications, August 3, 2010 & June 16, 2010, respectively, and photographic 
evidence). Vocal solos or choral anthems without orchestral accompaniment usually 
preceded the sermon during this era. To the contrary, Conner specifically wanted the 
Adult Choir and Orchestra to jointly perform a musical selection immediately preceding 
his sermon (C. Conner, personal communication, August 3, 2010, and personal 
recollections of the researcher). During the initial months of the researcher's tenure, the 
Orchestra was relocated to the worship center's stage in front of the choir. This physical 
arrangement has continued since then. 
Following Smith's departure, several local music educators have directed the 
group. The group numerically flourished or floundered through the ensuing years. At the 
invitation of the researcher, Boozer was rehired by FBCPC to be the part-time 
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Instrumental Director in 1995. Boozer and the researcher worked together for a period of 
five years. Boozer was also a professor of church music at the Baptist College of Florida 
(Graceville, FL) at this time. Under Boozer's instrumental leadership, the Orchestra 
experienced a period of numeric re-growth and musical revitalization. In 2000, Neil 
Gray, IV, was hired as the part-time Instrumental Director and the group's membership 
continued to grow to 30 members. The Orchestra in the later era was perceived by survey 
participants to be "comprised of people who were musically trained" and possessing a 
high degree of musical literacy (Overall: 93%, Percentage range: 90-100%); however, to 
a lesser degree, these same respondents also recognized the educational purposes of the 
church's Orchestra (Overall: 47%, Percentage range: 42-63%). All instrumentalists 
received instruction in playing techniques, key signatures, phrasing, tuning of their 
instrument, meter and time signatures, musical markings, tone, rhythmic accuracy, 
dynamics, sectional balance, intonation and general musicality (N. Gray, and K. Matson, 
personal communications, June 5 & 17, 2010, respectively). Gray emphasized the 
difference in playing an instrument to accompany singing versus solo or purely orchestral 
playing (N. Gray, personal communication, August 5, 2010). Gray freely offers orchestral 
members personalized instruction as needed or requested. These informal private lessons 
generally lasted from 30 minutes to one hour (M. Gray, personal communication, June 5, 
2010). Ken Matson, trombonist, disclosed that playing in the church's Orchestra 
afforded him opportunities to expand his musical knowledge and playing ability by 
giving him expanded opportunities to play multiple lower brass instruments, as well as 
playing instrumental solos with piano accompaniment (personal communication, June 17, 
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2010). Gray also taught that Orchestra members needed to have a servant mentality. This 
reflected the cross-over required of a church's instrumental group, in that the musical 
organization existed to serve both the church and God (M. Gray, personal 
communication, June 27, 2010). 
The videotape of the Orchestra rehearsal revealed a very business-like and orderly 
atmosphere, with very little extraneous talking. Musical directions and verbal cues were 
given by the director as needed. The director was gently, yet firmly in charge of the 
rehearsal and the orchestra members seemed to respect and respond to his businesslike 
leadership. There was a congenial atmosphere among the instrumental group. The 
director would tap out or talk through rhythmic passages as needed. The pianist would 
play a rhythmic, melodic or harmonic passage in question. A business-like atmosphere 
prevailed within the rehearsal. 
The Orchestra has accompanied all singing at every Sunday service during the last 
19 years. This group has also participated in virtually every musical concert or dramatic 
program of the church. This increased level and frequency of performance has naturally 
resulted in the perception of the Orchestra as being "a major component of the overall 
worship experience" (Overall: 88%, Percentage range: 82-100%). Earnest recognized the 
personal commitment within the Orchestra itself, stating "They own their ministry." She 
further acknowledged the fervent commitment of the individual Orchestra members as 
she stated: 
They are more dedicated to the Music Ministry than the choir members are. 
Possibly, it is because of the limited number of instruments on each part. I believe 
another reason that they have this type of commitment is because of the number 
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ofyears that it took (them) to learn how to play their instrument. (D. Earnest, 
personal communication, June 8, 2010, clarification added). 
Orchestral workshops continued to be offered at the church, and were led by 
noted church orchestra clinicians, such as Camp Kirkland and Steve Kirby. These 
conferences were open to all Baptist churches in the greater Bay County area. The group 
would rehearse orchestral selections, hone their playing techniques and ultimately, 
present a concert of the selections rehearsed (N. Gray, personal communication, June 5, 
201 0). These conferences were not only educational to the instrumentalists, but Gray 
himself benefitted from the personalized interaction with the clinicians (M. Gray, 
personal communication, June 27, 2010). 
The instrumental church repertoire market has expanded exponentially in recent 
years. Most choral selections now have orchestral accompaniments professionally written 
by the composer, arranger or a separate orchestrator. These factors largely contributed to 
survey respondents overwhelmingly perceiving the Orchestra as "a mixture of all styles" 
(Overall: 76%, Percentage range: 70--84%). 
Gray stated that the instrumental performances during the worship services 
required the orchestra members to "step up their game," implying that the 
instrumentalists were challenged to work harder and thus refme their musical skills (N. 
Gray, personal communication, June 5, 2010). The Orchestra no longer required the 
organ or piano to supplement their sound. Songs which had been selected for the Adult 
Choir or the congregation were often not written in keys which were easily conducive for 
the orchestra members to play; therefore, the sight-reading and technical abilities of the 
church orchestra members also improved (J. Boozer, and N. Gray, personal 
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communications, June 16 & 5, 2010, respectively). Youth in the ninth grade and older 
were now permitted to join the Orchestra. The group had become a mentoring 
organization within the church, further expanding its educational objectives and praxial 
opportunities (M. Slinkard, personal communication, June 24, 201 0). A degreed musician 
and trombonist in the Orchestra, Slinkard revealed that the amount of music weekly 
rehearsed and played in services had benefitted his sight-reading and technical abilities 
(Ibid.). 
The broadened repertoire, the musical proficiency of its instrumentalists, and the 
greater frequency of worship service participation were all contributing factors for the 
differences in the church's perceptions of the Orchestra. The Orchestra was viewed as an 
overwhelming factor in broadening personal "appreciation for different sacred musical 
styles" (Overall: 74%, Percentage range: 66-85%), and "acceptance of differing musical 
styles" (Overall: 68%, Percentage range: 60-89%). Even though the Orchestra was 
categorized as "varied in musical styles" (Percentages ranging from 85-90% ), people still 
wanted to hear familiar tunes that were associated with sacred texts. It was the sentient 
relationship between the texts and their own personal spiritual experiences that gave the 
instrumental selections their sacred relevance to the individual's worship experience (A. 
Danzey, and C. Danzey, personal communications, August 1, 2010). Therefore, 
instrumental church music is most often texturally driven, or refers to one through the use 
of a familiar tune associated with a sacred text (J. Boozer, personal communication, June 
16, 2010). 
129 
Additional instrumental organizations that offered adults an opportunity to be 
musically educated, further their reading competency and increase their overall 
musicality are the Adult Handbell Choir and the Piano Ensemble. These groups were 
open to any member of the congregation (K. McQueen, and D. Earnest, personal 
communications, June 24 & 8, 2010, respectively). The handbell choir was comprised of 
eleven people who were assigned specific bells to play. Each player was responsible for 
two diatonic notes with corresponding sharps and flats as needed in the musical 
selections. This group met weekly throughout the calendar year, and played regularly 
within the worship services and/or special seasonal concerts. The Piano Ensemble met 
seasonally, included five grand pianos and featured ten pianists playing simultaneously. 
Most piano selections were "4-Hands at 1 Piano" with five people each playing the Primo 
and Secondo parts. Some selections were written for Piano Quartet, and were thus played 
by four independent pianists. The Academy of Musical Arts, created as a para-church 
organization in late 1993, offered private lessons in voice, piano, brass and string 
instruments for which the teachers were compensated by the students. This academy 
provided instruction to approximately 40 students, and continued for approximately two 
years. This school was moderately successful, but never significantly flourished due to a 
number of competing schools and private instruction that was offered in the immediate 
area (S. Enfinger, personal communication, July 22, 2010, and personal recollections of 
the researcher). 
In an earlier era that was predominated by an MEAE philosophy, the church's 
Orchestra was surprisingly a praxial experience for its participants from its inception. The 
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instrumentalists were called upon to transpose at sight, write original parts, and/or create 
musical rifts while playing missing melodic and harmonic parts. The MEAE influences 
associated with "masterworks" diminished over the years as the overall repertoire became 
less homogeneous and more multi-culture in offerings; however, MEAE practices 
coexisted with praxial ones within this organization. This synchronicity could also be 
attributed to the diverse ages of orchestra members and directors who were well versed in 
MEAE practices through their personal experiences and educational background. Despite 
the musical heritage of the instrumentalists, praxial practices clearly prevailed in this 
organization's rehearsals. 
4. 7 - The Youth Choir 
Shepherd remembered that in 1979 "there were very few young people in the 
church and (youth) choir in general" (D. Shepherd, personal communication, June 14, 
2010, clarification added). At that time, FBCPC consisted overwhelmingly of mature and 
senior adults. One of the mandates of Boozer's calling was to attract young adults, youth 
and children to the church (Ibid.). The Youth Choir would rehearse each Sunday 
afternoon, after which a meal would be served to the participants by the parents and choir 
sponsors. The Youth Choir provided a much needed and welcome attraction to draw 
young people to the church. Enfinger recalls that the Youth Choir was taught in the same 
musical manner as the Adult Choir (S. Enfinger, personal communication, July 22, 2010). 
Many of the participants were the children of the adults who came to the church on 
Sunday afternoons for Discipleship Training, an organized time of biblical and religious 
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instruction. Patricia Boozer remembered this time as a "corralling of youth who had come 
for various mixed reasons, some forced to be there by their parents, some wanting to 
learn music and some who came for the social aspects that the choir offered them" (P. 
Boozer, personal communication, July 29, 201 0). McQueen recalled her Youth Choir 
experience by stating, "Back then, when I first came (to FBCPC), the goal was to learn 
the music and do the best that you could with the music" (personal communication, June 
24, 2010, clarification added). McQueen stated that she went to Youth Choir "because it 
was offered" (Ibid.). She was sent by her parents. "It was not a choice for me. It was 
expected of me. I enjoyed the social aspect of it" (Ibid.). By contrast, her brother, now a 
full-time Minister of Music, went primarily for the musical aspects of it. McQueen 
indicated that the growing trend with present day youth is to question the reason for 
participation in any organization and the purposes that it fulfills (Ibid.). She further 
suggested that the lives of the older youth are "too busy, with too many activities pulling 
them away and demanding their time" (Ibid.). 
Classified as a "mixture of all styles" by survey respondents (Percentage range: 
33-59%), the music of the Youth Choir was truly cutting edge for the staid FBCPC 
congregation. Survey respondents recognized the contemporary nature of much of its 
music (Overall: 57%, Percentage range: 47-69%). This fresh genre attracted the youth 
who came and in good number. In keeping with "Flake 's Formula, " Boozer quickly 
divided the Youth Choir into high school and middle school choirs with supplemental 
ensembles for each group (Boozer, J ., personal interview). Boozer further stated "both 
choirs did identical things" (Ibid.). Teaching the youth not only the basics of musical 
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notation and singing, this earlier group was called upon to musically share their religious 
faith both within the church and in differing venues. While an educational entity for 
youth, the survey respondents remained neutral in stating that the Youth Choir was 
broadening of their "appreciation for different sacred musical styles" (Overall: 41% ), 
broadening their "acceptance of differing musical styles" (Overall: 45%) and motivating 
one to "pursue greater musical knowledge and skills" (Overall: 51%). The Youth Choir 
was also not perceived to be "a major component of an overall worship experience" 
(Overall: 32%). The congregation recognized the need for the Youth Choir to attract 
youth to the church, and to offer training to its participants, who were perceived to be 
predominantly musically untrained (Overall: 45%, Percentage range: 40-52%). Clearly, 
this group was not solely a performing group. The church affirmed the need for this 
educational entity and the musical experiences it afforded the youth (Overall: 68%, 
Percentage range: 62-83%). 
Summer tours to Miami, Pennsylvania, Washington D. C. and the Bahamas were 
strong motivational factors for continued weekly participation in the Youth Choir and 
were recognized by the survey respondents for what they achieved in extrinsic motivation 
for their weekly participation (Overall: 68%, Percentage range: 62-83%). Non-musical 
youth, or those with weaker musical skills, were given other responsibilities within the 
Youth Choir, which would validate their participation and motivate their continued 
participation in the choir (S. A. Gay, personal communication). This group would present 
anthems and dramatic musicals. Vocal ensembles from within this group were formed. 
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Both the vocal ensembles and the Youth Choir offered the youth an avenue of continued 
musical education beyond the Children's Choir experience. 
In the same vein as Boozer, the researcher continued to offer the Youth Choir and 
vocal ensembles. The Youth Hand bell Choir was once again added to the weekly 
rehearsal schedule. With national and international summer tours to Canada, Bahamas 
and Mexico as motivational tools, the Youth Choir often swelled in excess of 60 youth 
participating each week. The congregation was supportive of the Summer Tours, 
realizing their motivational necessity for continued, strong weekly attendance (Overall: 
65%, Percentage range: 60-87%). 
In recent years, the church's Youth Ministry was divided once again into separate 
Middle School and High School divisions, and therefore, the Youth Choir was divided 
again as well. The presence of the Youth Choir has increased in recent years as it has 
often combined with the Adult Choir for major performances. The group regularly 
performs during evening worship services. It was not surprising that the survey 
respondents stated that the Youth Choir was a "major component of an overall worship 
experience" (Overall: 40-72%) and that the mandate for this group was to "musically 
train and educate people" (Overall: 57-76%). 
A videotaped rehearsal of the Youth Choir revealed a rambunctious group indeed. 
The music was rhythmic, energetic and had a contemporary flair. The singers were 
physically involved by moving, clapping, tapping, and swaying. When singing music that 
they deemed to be relevant to their culture, they were more involved physically, 
emotionally and musically. Girls typically seemed to be more engaged than the boys. 
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Encouraging active participation in the rehearsal process, the director moved among the 
singers, as they sang with compact disc accompaniment track. Although rowdy at times, 
the youth enjoyed singing together and when engaged in their music, it reflected on their 
faces and translated in their singing, posture and body language. 
A powerful educational tool for development and at the same time a motivational 
tool offered to middle school students for their weekly participation was the annual 
summer trip to the "ReMix" Music Camp at Shocco Springs Baptist Conference Center 
(Talladega, AL). This week-long music camp offered intensive classes in various musical 
instruments, vocal ensembles, praise bands and combined youth choir experience. Former 
youth choir members remember this camp as a time of intensive learning, fun and 
spiritual benefit (A. Danzey and C. Danzey, personal communications, August 1, 2010). 
Enfmger stated that this camp experience offered the participants a sentient experience of 
making music and worshipping in a corporate community ... helping them "feel the 
power of(their) music" (S. Enfmger, personal communication, July 22,2010, 
clarification added). Debbi Earnest, a parent of Youth Choir members, acknowledged that 
"ReMix" and "Mix" music camps were "huge carrots offered by the Music Ministry" to 
encourage faithful participation (personal communication, June 8, 2010). Recognizing the 
need for extrinsic motivations for voluntary youth participation on Sunday afternoons, 
Earnest further stated, "I don't care what the carrot is as long as it makes my kids want to 
participate" (D. Earnest, personal communication, June 8, 2010). 
Carolyne Danzey recalled her five years of musical experiences with the Florida 
Baptist All-State Honor Choir & Orchestra, a select group of auditioned students 
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throughout the state. This extension of the local church's Music Ministry offered selected 
students a more profound musical experience outside the weekly church offerings. 
Students would come together for intensive rehearsals with various directors, and then 
present a summer tour of concerts. Danzey responded to the musically serious nature of 
the experience. "The idea of respect for the composer and director was huge. The drive to 
get it musically correct was intense" (C. Danzey, personal communication, August 1, 
201 0). This musical experience was deleted from the Florida Baptist Church Music 
Departments offerings, due to decreased funding at the state level and a less than desired 
level of participation. 
Locally, the Youth Choir repertoire was a wide mixture of musical styles with 
strong leanings towards contemporary Christian music (Overall: 84%, Percentage range: 
62-90% ). Enfinger stated that the "music had to be their music ... music that lends itself 
to letting them play their instruments, and getting better (musically) as they do." (S. 
Enfmger, personal communication, July 22, 2010, clarification added). The youth related 
to its rhythms, instrumentation, chord progressions, endings and harmonizations. These 
students also often provided supplemental instrumental accompaniment on drums and 
guitars. It is in the making of their music, which they fmd culturally relevant, that these 
youth were learning musical skills and notation through a praxial music education. The 
church's perception of the Youth Choir as a performing organization had either improved 
or the congregation was more accepting of contemporary music than as previously 
expressed. Survey responses were still neutral relative to the concepts of motivating 
people to greater musical skills, musically educating youth, and the perceptions of Youth 
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Choir participants' level of musical skills and knowledge. Survey responses were overall 
more positive in the "mostly agree" category, indicating a greater acceptance of the youth 
group at-large. 
Micah Daniel, former Youth Choir and ensemble member, spoke of the 
complementary relationship that he believed existed between his high school choir and 
the church's youth choir. He perceived that the symbiotic relationship between the two 
organizations had positive effects on the development of his personal musical skills (M. 
Daniel, personal communication, June 28, 2010). Daniel declared that he first learned to 
sing parts in the church's youth choir (Ibid.). He further spoke of the opportunity afforded 
him as the worship leader for the "East to West" multi-generational concert, which 
included both Youth and Adult Choirs. He viewed this as a growing and mentoring 
experience for him (Ibid.). He further reflected on his experiences in choir, orchestra and 
as a worship leader as highly educational, describing them as "learning to be a part of the 
whole" (Ibid.). He viewed all of these experiences as personally developing a passion for 
music within himself. He declared, "I didn't realize that I had a passion for music. But 
now, I see that it was developed through a natural progression for me. It seems that as I 
grow musically, there is more for me to do" (Ibid.). Daniel's perception was consistent 
with the later administration's more praxial approach to music education, one in which 
the participant gained musical knowledge and skills as they were actually making music. 
Adults, many times parents of the singers, were involved in mentoring roles with 
the students in the Youth Choir, singing with them in the rehearsals and many times in 
the performances as well. These students liked having their parents there with them and 
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responded favorably to their presence. The parents helped the students find their place in 
the printed music and sang along with them, providing a good vocal role model for the 
students and bolstering their individual and collective confidence (R. Mills, personal 
communication, June 24, 2010). Within the course of the weekly rehearsals, students 
were taught concepts of posture, facial expression, diction, breathing, riser choreography, 
using a microphone and visual communication skills (S. Enfmger, personal 
communication, July 22, 201 0). 
The ramifications of a Youth Choir experience transcend the teaching of musical 
skills. Jeremy Tidwell, now a full-time missionary to Thailand, remembered his Youth 
Choir experiences by stating how he not only developed musical concepts of choral 
diction, proper vowel formations and learning to sing harmony in Youth Choir; but he 
further stated that his Youth Choir experiences increased his personal confidence. He also 
disclosed that it was through the mission trips in which he personally participated that he 
developed a desire to become a career missionary (J. Tidwell, personal communication, 
August 4, 201 0). For many years, the Youth Choir participated in annual mission trips to 
various locales, including Cancun, Mexico; Miami, Florida; Niagara Falls, Canada; 
Washington, D.C., and New York City. Andrew and Carolyne Danzey remember these 
trips as not only fun, mission oriented and musical, but educational as well. They recalled 
facing the challenges of singing in differing public venues; the various acoustical settings 
involved; the differing configurations needed for sound systems in varying venues, and 
the compensations that were required to accomplish the musical goals in a satisfactory 
and satisfying manner (A. Danzey, and C. Danzey, personal communications, August 1, 
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2010). Carolyne stated that singing in Youth Choir helped her learn to sing various choral 
parts (Ibid.). 
The group rehearsed for one hour on Sunday afternoons, averaged approximately 
45--60 in weekly attendance, and performed regularly during the evening services. 
The Youth Choir probably affords the clearest example within this church of a 
philosophical change from a MEAE philosophy to a praxial one. Likewise largely due to 
the ages of its participants and the unlikely probability of preexisting MEAE affects, the 
Youth Choir offers a definitive example of two separate philosophical approaches and the 
transitions throughout the decades. Moving from a homogeneous repertoire that largely 
mimicked the treatment of the Adult Choir in its rehearsal practices, to a very diverse 
repertoire which was definitely multi-cultural and affords the singers, active avenues of 
"musicing, "the Youth Choir at this church demonstrates the progression of educational 
philosophies in the treatment of music through the years. Within this one specific musical 
organization in this church, there was very little coexistence of MEAE and praxial 
philosophies, if any. This could possibly be indicative of future prevailing philosophies in 
this local church, as this demographic matures and as the present adult participants in the 
church's Music Ministry matriculate. 
4.8- The Children's Choirs 
Prior to 1979, the children's choirs within FBCPC used the Southern Baptist 
children's choir literature; however, the various directors decided for themselves which 
songs their respective choirs would perform (K. Kirkland, personal communication, June 
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15, 2010). For a protracted period of time, the children's choirs met on Monday 
afternoons after school (Ibid.). During these earlier years, the city itself was much smaller 
and activities often centered about the church schedule. These church offerings were 
open to both families within the church membership and the community at-large (Ibid.). 
Most of the children's choir teachers were from the Adult Choir membership. 
Early in the Boozer administration, the children's choirs, much like the other 
musical organizations, were divided into more units or choirs (J. Boozer, personal 
communication, June 16, 2010). The organizational structure was put into place for 
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expanded leadership (See Appendix E). Each choir was led by a director, several teachers 
and adult helpers. The musical repertoire was primarily found within the literature of the 
Baptist Sunday School Board, including the periodicals "Music Friends" (Preschool 4-
5), "Music Makers" (Grades 1-3) and "Young Musicians" (Grades 4-6) (J. Boozer, 
personal communication, June 16, 2010). A children's musical would most often be 
presented in the summers (P. Boozer, personal communication, July 29, 2010). 
Occasionally, the denominational literature would be augmented with songs from 
Chorister's Guild (J. Boozer, personal communication, June 16, 2010). Patricia Boozer is 
a Level IV Master level Orff instructor and she included Orff instruments and instruction 
in her Older Children's Choir curriculum (S. Enfinger, J. Boozer, and P. Boozer, personal 
communications, July 22, 2010; June 16, 2010 & July 29, 2010, respectively). 
Each preschool age and elementary grade had its own choir; therefore, the 
separate children's choirs were smaller groups (R. Clark, personal communication, 
August 4, 2010). Citing that the children's choirs performed seasonally and presented a 
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summer musical, Mills stated, "Our kids weren't given as many opportunities (as today) 
to perform" (R. Mills, personal communication, June 24, 2010, clarification added). The 
seasonal Children's Choirs programs such as Christmas and Easter would typically be 
presented on Wednesday nights, whereas during the later administration, these programs 
would be presented on Sunday nights (J. Boozer, personal communication, June 16, 
201 0). Boozer additionally used the Children's Choirs as an opportunity to train young 
music directors. Bobby Bowden, at that time a recent graduate of Samford University 
(Birmingham, Alabama) and presently a full-time Minister of Music was afforded the 
opportunity to direct the summer musical of 1988, "All We Like Sheep " ("Tides of 
Living Water", Vol. 8, No. 22, June 16, 1988, p. 3). In an era that predominantly 
followed and embraced an MEAE philosophical approach, this mentoring experience 
embodied a praxial direction to music education and was invaluable for this specific 
young man who has since served several large churches as a Minister of Music. 
Boozer also utilized the Children's Choirs to teach new hymns, the use of the 
hymnal and specific aspects ofthe worship service (J. Boozer, personal communication, 
June 16, 2010). The "hymn of the month" was the unifying element of all Children's 
Choirs (Ibid.). Children's Choirs weekly rehearsed for one hour on Wednesday nights. 
This was later shortened to 45 minutes, due to programmatic scheduling changes within 
the overall church's schedule during the later administration (Ibid.). 
Training leaders was an additional priority for Boozer, who would invite experts 
in the field of children's music to conduct workshops, including Talmage Butler, former 
music education professor at New Orleans Baptist Theological Seminary, and Ray 
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Burdeshaw, former director of the church music department for the state of Alabama 
(Ibid.). The workshops would teach leaders how to organize their classrooms and to more 
efficiently teach music to children (Ibid.). Boozer perceived these workshops to also be a 
great team-building exercise for the directors, teachers and staff of the children's choirs. 
The denominational literature was written by music educators and to a trained 
musician, it was easy to decipher; however to untrained volunteer leaders, which are 
often found in local church choirs, it was often confusing and I or overwhelming. For 
many years, this was the only choice available for children's choir literature and music 
activities in Baptist churches. After the researcher assumed the ministry leadership in 
1991, this same literature was still predominantly used within SBC churches at that time 
and was the chosen repertoire for the FBCPC Children's Choirs for several years. In the 
mid-1990's, the abundance of children's choir literature within the commercial market 
seemed to explode with the proliferation of many children's musicals by numerous 
publishers. Whether seasonal (Christmas or Easter) or featuring general biblical stories, 
these musicals were numerous and fun for the children to perform. The standard quarterly 
literature was simultaneously deemed uninteresting, confusing and overwhelming by 
many choir leaders. Musicals within churches began to be used extensively and the 
children's choirs were soon taught towards performance of the musicals (M. Harland, 
personal communication, January 28, 2011). During this same era, many churches 
abandoned the music education practices within the local Baptist churches for children 
and youth choirs, which in turn led to a shortage of trained worship leaders (Ibid.). 
142 
Harland stated that this shortage was the primary problem facing many, if not most, SBC 
churches (Ibid.). 
Sally Enfmger, church pianist and public school music educator, was hired as a 
full-time Music Assistant by FBCPC in 2004. One of her primary responsibilities was the 
development, facilitation and promotion of children's choirs within the local church. She 
began drawing from all current children's music literature, writing her own lesson plans, 
and setting out to improve the weekly children's choir educational experiences (See 
Appendix H). Her departure from the Southern Baptist music education literature was 
largely due to a perception that the denominational literature was not user-friendly, was 
confusing and potentially overwhelming, even to trained musician (S. Enfmger, personal 
communication, July 22, 2010). To the contrary, the lesson plans that Enfinger wrote 
consisted of a primary musical focus, a spiritual theme and a scripture verse at its 
thematic core. Her lesson plans were easily understood, attainable within the 45-minute 
rehearsals and met with the open acceptance of the choir's directors and teachers. 
Enfinger had separate educational goals for the preschoolers and elementary 
grades, which were appropriate to their age and musical development. For the younger 
children, musical goals included: exploring the singing voice; teaching a steady beat; 
learning to play various melodic and rhythmic instruments; teaching good concepts of 
choral diction and matching pitches; the appropriate use of various types of vocal 
production and concepts of singing praise about and to God. For the older children, the 
lesson objectives included: refining breathing skills; improving diction; unifYing vowel 
production; teaching concepts of a steady beat, choral blend, and proper facial 
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expressions while singing; developing reading skills of musical notation; teaching basic 
conducting patterns, and expanding concepts of God, theology and church doctrine 
(Ibid.). 
Rehearsals were videotaped of the children and preschool choirs. Within the older 
children's choir, the Young Musicians, there were approximately 70 children seated in 
four .parallel rows, preparing for their upcoming musical. The children were engaged and 
actively singing. The director had the children mimic her gestures in which she modified 
her mouth's shape and simultaneously her vocal tone. The children, by moving their 
hands in circular movements in front of their mouths while singing, developed a concept 
of a rounded choral tone and the fluidity of music. Students were kept engaged in the 
rehearsal process by the teacher as she walked throughout the room as the children sang. 
Concepts of seating and standing posture were taught by Enfinger and were mimicked by 
the children. Children sang with compact disc accompaniment tracks, piano 
accompaniment and a cappella. A child was selected to demonstrate to the larger group 
her individual practices of correct posture and proper vocal tone and production. In the 
preschool choirs, various methods were employed by the directors to not only follow the 
lesson plans written by the Children's Choir Coordinator, but to engage the children in 
active participation. The youngest preschool choir sat in a circle on the floor. The teacher 
was seated on the floor among the students. Initially, they echoed the singing of the 
teacher. Later in the rehearsal, movements of arms, hands, legs, feet and body were added 
to the songs being sung. In the four-year-old choir, the students were seated in chairs in a 
circle. They sang and added appropriate movement to the songs. Teachers were placed 
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among the students to help in the singing and to keep the lesser mentally engaged 
students involved in the musical process. This age was especially active. The director 
additionally taught concepts of respect for all leaders and others in the choir as well. The 
five-year-old choir was by far the most active! The students were standing in three rows. 
The teacher led the students to sing songs with choreography, which they seemed to 
enjoy. The sign language and choreography corresponded to the songs' lyrics. The 
children were active, moving, engaged and seemed to thoroughly enjoy their musical 
experiences. Children were learning as they were making music. Each age was having 
praxial experiences as they learned music that they found to be fun and relevant to their 
Christian experiences and ages. 
Children's choirs at FBCPC are still primarily taught to performance, meaning 
that a public performance of the group is the ultimate objective for the group. This is 
largely due to the time constraints of 45 minutes per rehearsal period and the expectation 
by parents and church membership for future and regular public performances by these 
young singers. Debbi Earnest described the children within the children's choirs as 
"kinesthetic learners," ones who "followed the music with their fmgers, heard the song 
sung, sang it themselves and followed the notation with their eyes" (Personal 
communication, June 8, 2010). Religious benefits ofthe church's Children's Choirs 
include the teaching of church doctrine and memorization of biblical texts. Speaking of 
the symbiotic relationship between singing and memorization of sacred text, Carolyne 
Danzey declared that ''when you sing a text, you remember it" (C. Danzey, personal 
communication, August 1, 2010). Danzey asserted that many ofthe biblical and song 
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texts she learned as a child and youth have remained with her through the years, and this 
was largely due to her children's choir and youth choir experiences (Ibid.). 
In keeping with Senior Pastor Conner's philosophical approach, the children's 
choir organization was reduced to a smaller number of groups, but the attendance and 
participation remained numerically strong (See Appendix E). 
In order to expedite the learning process, practice compact discs were given to all 
children participating in the Children's Choirs. This would facilitate learning the songs at 
home and while traveling in the family cars. This extended the learning experience 
beyond the 45-minute weekly rehearsals, and further compounded the weekly rehearsals' 
productivity and effectiveness. McQueen stated that these discs made "her kids feel 
comfortable with the songs" (K. McQueen, personal communication, June 24, 2010). She 
further stated that because of her children's previous experiences in children's choirs and 
Youth Choir, they both now "enjoy listening to music of varying styles ... And they have 
developed concepts of what kind of music is appropriate in various situations" (Ibid.). 
Earnest stated that her children who have now grown past their Children's Choir 
experience still remember what they learned in these choirs (D. Earnest, personal 
communication, June 8, 201 0). They have discriminating musical skills concerning vocal 
production, diction, rhythm, how to replicate them, and are able to discern when others 
do them incorrectly (Ibid.). Earnest further spoke of the self-esteem that was developed 
by children in their choirs as they sang or spoke before as many as 2000 people in the 
church's weekly services (Ibid.). Margaret Tidmore, a parent of former children's choir 
participants and more recently as a member of the congregation at-large, recounted how 
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her children's confidence and musical skills were developed in the children's choirs and 
Youth Choir. As she fondly remembered her young son pretending to hold a microphone 
and sing at home, she cited a major contributing factor of both children's choirs and 
Youth Choir to be the strengthening of one's self-image and building up of their 
confidence (M. Tidmore, personal communication, June 14, 201 0). She further stated 
that during a "rough time in our lives," relative to the death of her husband and her 
children's father, the children's choirs and Youth Choirs, in cooperation with the overall 
"Music Ministry gave us hope, peace and stability" (Ibid.). In this respect, the value of 
children's choirs transcend the boundaries of a strictly music educational experience. 
A most powerful music education and motivational tool available to the Young 
Musicians choir, grades 4-5, was the summer camp, "Mix" at Shocco Springs Baptist 
Conference Center (Talladega, AL). FBCPC participated in this camp for the last 19 
years. Based upon the participation of the students, children received a 50% scholarship 
towards the camp's cost or the trip was completely underwritten for the student, based 
upon their individual's financial need. This camp offered intensive classes in musical 
skills, reading musical notation, singing, and playing instruments, as well as planned 
recreation and fellowship for the students. It offered a positive experience, and the 
children and younger youth eagerly anticipated this annual summer trip. Andrew and 
Carolyne Danzey, now adults with a child of their own, remembered this camp 
experience as vastly educational, in that: 
... the classes that were offered, the variety of teachers that taught them and the 
various subjects offered a rich experience in a new musical setting. We got to 
interact with other directors ... It was good for us to sit under other directors, 
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learn what they wanted and how they communicated with us (personal 
communication, August 1, 2010). 
In the earlier years researched, an MEAE philosophy clearly prevailed in the 
weekly rehearsals. This fact was compounded by the fact that MEAE was the prevailing 
educational philosophy in public school music education during that era, the ages of the 
Children's Choir directors and teachers, and that these directors and teachers were 
themselves products of an earlier aesthetically driven music education. During this earlier 
era, the hymnal was also elevated to the status of a sacred "work of art." The "hymn of 
the month" further supported this heightened opinion of the hymnal. Its usage and various 
facets of the hymnal were taught. Hymnody, which was largely homogenous, was the 
prevailing, as well as the preferred avenue for congregational musical offerings. The 
Children's Choirs of that era focused on teaching music fundamentals and were not 
performance oriented, although they did perform seasonally. In the later administration, 
teaching of the hymnal as a worship resource was largely abandoned. Choirs began 
teaching towards performance, which, in turn, offered its participants more opportunities 
to become "musicers, "makers of music. The Children's Choirs clearly moved away 
from the primary priority of teaching music fundamentals to offering its participants 
avenues to make music, both within their rehearsals and through increased public 
performance. While aesthetic and sentient qualities were important they did not prevail as 
primary facets to be taught within the Children's Choirs. The two philosophies coexisted 
within the Children's Choirs to a lesser degree than in other Music Ministry 
organizations; however, a praxial approach was most definitely the predominant 
philosophy to music education. 
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4.9 - The Sociology of Local Church Music Ministry Education 
The relationship and effectiveness of a church's Music Ministry precariously 
teeters between that of an educational entity within the local church and one that 
simultaneously leads the congregation in meaningful musical worship experiences. It 
must provide a systematic program that offers opportunities for musical growth, and 
performance and worship expressions in a successive manner, which is appropriate to the 
age and various levels of music knowledge and skill of its participants. This musical 
entity must simultaneously move its participants through religious and sentient 
experiences as well. Due to the religious nature each person ascribes to these experiences, 
many survey participants expressed that they do not want to feel as if their church is 
purely another educational venue. Children and youth have experienced school all week. 
Many adults have completed their formalized education. Those individuals who 
challenge an educational philosophy within the church environment want church to be an 
avenue for strictly religious experiences, and not an educational venue. They 
acknowledge that their musical skills and knowledge must be developed for a myriad of 
reasons. Musical talents, whether vocal or instrumental, must be refined to a higher level. 
All must be accomplished so that both the musical participant and congregational 
members may have relevant musical worship experiences, whether through musical 
performance or actively listening. In questioning these educational dissidents further, 
they often conceded that the evangelistic mission of the church might also be more 
effective, supplemented or fulfilled through a well-prepared medium of music, rather 
than through uneducated performers. Slinkard perceived that a primary function of music 
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education within the modem church is the expansion of musical experiences, knowledge 
and ultimately, appreciation for other gemes of music (M. Slinkard, personal 
communication, June 24, 2010). 
There is a co-dependent and symbiotic relationship between the church and its 
Music Ministry. The church needs the Music Ministry to lead them in musical praise, 
worship and celebration. It needs the Music Ministry to prepare individuals to express 
themselves musically, to train both congregants and participants within the various 
groups to be musically literate, functional and appreciative of many gemes in the multi-
cultural society that the church endeavors to reach. The Music Ministry of a church needs 
its members to participate for its very existence. 
4.10 -Philosophies of Music Education 
Both Boozer and the researcher have backgrounds in music education. While 
utilizing differing methodologies which were largely reflective of the prevailing 
educational philosophies of their respective eras, as well as the overall philosophies of 
their respective Senior Pastor( s ), both shaped their Music Ministries with goals of 
increasing musical literacy, skills and performance, while striving to afford participants 
relevant musical worship experiences. Survey respondents recognized these educational 
goals as having significant influence on the Music Ministry's scheduling and 
programming (1979-1990: 65-83%, and 1991-2009: 69-74%). Survey responses 
reflected a perception that both administrations were influenced primarily by the 
evangelistic mission and goals of the church (1979-1990: 71-83%, and 1991-2009: 75-
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95%). One could assume from the survey respondents and interviews that the earlier 
administration was perceived as more educationally beneficial, while assessing the later 
to be more in keeping with the evangelistic goals of the church; however due to the 
inequity of respondents in the two categories (1979-1990: 74 respondents, and 1991-
2009: 288 respondents), this is not necessarily a valid assumption nor is it disproving 
either. Due to the strong percentages in both areas, it is reasonable to assume that the 
church favorably viewed both administrations of the church's Music Ministry, as both 
educationally and evangelistically. 
In the later era, research revealed that the philosophical influences of MEAE and 
praxial education coexisted within the Music Ministry of this specific church to varying 
degrees. There was significant shifting between the two philosophies as to which would 
prevail, as appropriate to the various settings and usages of music within the church. 
This mobility between the two philosophies was largely determined by the age, 
educational experience and musical background of the performer or congregant. Whether 
a musical offering would be an aesthetic or praxial experience was largely determined by 
its application. It was truly a matter of perspective. Perhaps more than a strictly 
educational venue such as a school, the church possesses the tangible possibility for both 
MEAE and praxial philosophies to coexist on varying levels, as suggested by Koopman 
when he states, "an aesthetic approach to music education and Elliott's conception of 
music as a practice are compatible rather than mutually exclusive" (Koopman, 1998, p. 
15). In this venue, one could theoretically and philosophically agree with him as he 
further states, "I suggest ending the polarization of praxial views of music and music 
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education and aesthetic ones" (Ibid.). The church truly affords the opportunity for both 
philosophies to coexist, and peaceably so. 
4.11- How Is This Music Education? 
Some survey participants did not perceive a ministry of the church to be 
educational. To them, there is a stigma attached to the term education, representing 
negative aspects of school and formalized education. They want church to be a purely 
religious experience. Conner himself, the Senior Pastor of the church, stated, "I don't see 
the Music Ministry as educational" (C. Conner, personal communication, August 3, 
2010). When questioned further, he conceded that the Music Ministry was indeed a 
"training organization," as he stated: 
The better adult choirs come out of those churches which have children's choirs 
and a sequential music program to teach people as they mature. Education is 
necessary to do what we do for the Lord with excellence. We don't glorify God 
with our ignorance. The whole purpose of our learning is that we can glorify God 
in a more excellent way (Ibid.). 
Philosophically and practically, a church's Music Ministry is often an eclectic mixture of 
Music Education as Aesthetic Education and Praxial Music Education philosophies. It 
conforms to MEAE in that many congregants often passively listen to the performances 
of its various musical organizations, accessing their church's musical offerings as 
disjointed religious "works of art." When performers or congregants actively and 
personally internalize their music in an emotional, sentient and religious experience, this 
in turn can lead them embrace a more participatory "praxial" philosophy. Largely due to 
the demographic and philosophical backgrounds of the listener or participants, both 
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philosophies can simultaneously exist and occur in any given congregation. The MEAE 
philosophy prevailed at FBCPC during the earlier pastoral administration that equated 
silence with sanctity. To the contrary, a praxial philosophy is more aligned with the 
philosophies of the later pastoral administration at FBCPC, which equates a religious 
experience with active participation in worship and demonstrative expressions within the 
church service itself. In this specific church, there was and is presently a strong 
correlation between the Senior Pastor and the prevailing practices concerning educational 
philosophies and practices. 
The church's Music Ministry offers a sequential learning experience through the 
natural sequence and progression of children, youth and adult choirs. It advances the 
teaching of musical notation and musical concepts in methods that are appropriate to 
various ages. It offers an opportunity for musical novices to enter the Music Ministry at 
any point within their personal lives, to develop personal musical skills and 
simultaneously, to express themselves through relevant religious musical venues. 
Mills stated that the church music education was "multiplexed" consisting of music 
appreciation, music theory and the teaching of music for performance (R. Mills, personal 
communication, June 24, 2010). Enfmger stated that: 
.... one of the byproducts of church music education is to produce service music 
which is better and more inspirational when done. This is in turn achieved when 
the people are better musicians. By increasing their levels of musicianship and 
musical knowledge, you are getting rid of the distractions. This impacts the 
church by making for better and richer musical worship experiences 
(S. Enfinger, personal communication, July 22, 2010). 
The church's Music Ministry most recently embraced a "praxial" music education 
philosophy, in that it simultaneously offered multiple avenues for music appreciation, 
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education, development and growth, while simultaneously providing opportunities for the 
participants to not only creatively make music which was also culturally relevant to them, 
and further their musical knowledge at the same time. It is in the actual performing of 
culturally relevant music that the typical church member most effectively learns music in 
the local church setting. Reflecting on his past and the impact that the Music Ministry has 
had on his personal life and worship experiences, Andrew Danzey stated: 
Participating in the Music Ministry through the years has helped me. If I had not 
done it, I wouldn't have any musical knowledge. I worship a lot more listening to 
music rather than to the preaching or teaching. If something is going to touch me, 
it is going to be through music. If something happens in my life, it usually reverts 
to a song (A. Danzey, personal communication, August 1, 2010). 
In this specific church that began in 1908 with a song, the Music Ministry of First Baptist 
Church of Panama City seeks to afford every participant and congregant relevant 
opportunities to develop their personal musical knowledge and skills so that all of life' s 
experiences naturally revert to a song. 
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CHAPTERV 
SUMMARY 
The results of this research not only chronicled a progression of musical trends 
and educational endeavors over a period of thirty years of the Music Ministry at the First 
Baptist Church of Panama City, but it also simultaneously and surprisingly revealed a 
profound shift in the church's philosophical approaches to music and music education. 
Ultimately, there was a resultant coexistence of both philosophies, depending upon 
whether one was a musician or a passive listener. This philosophical progression 
coincided with a change in its weekly programming and execution. In each topical area 
researched (Congregational Singing, the Adult Choir, the Orchestra, the Youth Choir and 
Children's Choirs), there was a natural progression of music education that paralleled the 
changes in societal norms, musical tastes of the participants and the congregation at-
large. These transitions also paralleled the prevailing shifts in society and educational 
venues regarding the treatment of music, music in worship and music education in 
general, although they did not occur simultaneous with them. 
5.1 - Congregational Singing 
In the earlier era (1979- 1990), the prevailing method of congregational singing 
was hymnody. In keeping with the prevailing MEAE philosophy of that day, the hymnal 
was revered by the congregants as a sacred object. By the combination of religious texts 
and strophic song, the hymns and the hymnal were virtually elevated to a revered status 
that transcended their musical usage. At FBCPC, the hymnal was not only considered a 
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sacred document, possessing rich theological truths in each of its texts, but it was also 
considered a cumulative sacred musical work of art as well. As further revealed by the 
survey participants, the usage of the hymnal as the primary worship tool, the singing of 
hymns, and the reciting of responsive readings were all considered to be highly reflective 
of the musical and worship tastes of the congregation of that era. One might validly claim 
that the congregation's knowledge of musical notation was enhanced by the use of the 
hymnal, which incorporated both the reading of the song texts that had been rhythmically 
paired with the movement of the musical notation. 
There was a philosophical shift within this particular church within the later era 
(1991-2009) in musical tastes, expression and what was deemed acceptable in musical 
worship. For a protracted period of time, and largely due to the church's continued usage 
of an older version of the "Baptist Hymnal," the singing of hymns continued its place of 
importance in congregational singing. The congregation quickly incorporated the 
additional usage of contemporary praise songs that were not found within the older 
hymnal, for which no musical notation was available to the congregants at large. These 
newer songs were therefore taught by rote. While the congregation had a rich singing 
history through hymnody, they immediately became more expressive, celebrative and 
demonstrative in its corporate singing with the introduction of praise songs that they 
perceived to be reflective of a more contemporary culture, current musical trends, and 
trendy musical sounds. This met was in agreement with the philosophical approach of 
Pastor Conner regarding musical worship practices. A direct philosophical shift had 
occurred within the perceptions of the congregants, from the concepts of the hymns as 
156 
sacred objects possessing deep religious truths to the newer songs of worship as being 
personal and relevant expressions of religious truths and experiences. Although not 
simultaneous with them, this paralleled the educational shift that occurred between 
MEAE and praxial concepts of music education occurring in formalized instructional 
venues at this time. 
Concurrent with the arrival of the large screens in worship, song texts were 
projected onto the screens and the usage of the hymnal was largely and voluntarily 
abandoned by the congregation. Although the congregants were cognizant of a change in 
their musical offerings, they were unaware of the philosophical change which enveloped 
them and ultimately transformed their participation within their worship. Accordingly, a 
paradigm shift from a MEAE view of an "aesthetic" musical worship experience, while 
revered by the older, was abandoned by the younger masses for a more contemporary 
praxial music education approach, in which active participation was reflective of the 
individual's personal religious experiences. In reality, both educational philosophies 
continued to coexist and the prevailing philosophy was predominantly determined by the 
person's age, music education experiences and/or personal worship preferences. 
5.2 - The Adult Choir 
The Adult Choir in the earlier era (1979-1990) was a primary organization within 
FBCPC Music Ministry, and defined much of the musical direction and timbre for the 
church. For this group, a traditional and formalized structure of music education was in 
place which paralleled the prevailing MEAE philosophy of that era. Traditional anthems 
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and classical selections were prominent in the choral literature. Choral selections were 
presented each week to a congregation for which silence was equated with reverence and 
approval. In keeping with a MEAE philosophy, congregants were expected to silently 
listen to the selections presented and reflect on them as sacred musical selections. On 
personal levels, these anthems could potentially be experienced as sacred "works of art." 
The disjointed nature of the musical offerings contained within the worship services, as 
promoted by the philosophies and practices of Senior Pastor Langford, added to the 
separated nature in which the choral selections of the Adult Choir and congregational 
singing could be viewed. During that era, the MEAE philosophy was prevalent and 
pervasive, not only within this local church but within the local music educational system 
as well. 
Within the context of the weekly rehearsals, formalized music education 
techniques of choral warm-ups, teaching musical notation and sight-reading were 
included within the body of the 1 Yz-2 hour rehearsals. Traditional literature was 
representative of the choral repertoire. 
While appreciative of their past, the choir members in the later era (1991-2009) 
desired to be reflective of a more contemporary sacred musical culture. Choir rehearsals 
were shortened to 1 hour in duration. Choral warm-ups were incorporated into the less 
vocally demanding musical selections that were rehearsed at the beginning of the 
rehearsals. The reading of the actual lines and spaces was no longer specifically or 
separately taught. Musical concepts, including the meanings of musical signs, dynamic 
markings, choral tone, choral diction and general musicality were items that were taught 
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· during the time-constrained rehearsals. Choir participants were learning musical skills 
and gaining knowledge as they actually made music. The visual connection to the printed 
music in hand reinforced the concepts being taught and experienced by the singers. This 
reflected a praxial concept of education. 
As the weekly number of performances of the Adult Choir and Orchestra doubled 
to include both Sunday morning and evenings, the amount of choral literature increased · 
while the weekly rehearsals were simultaneously shortened. A praxial educational 
philosophy was the logical and natural progression in the choral music education of 
FBCPC. Once again, depending upon the age, education and/or musical background of 
the Adult Choir participant or congregant, it was theoretically possible for both MEAE 
and praxial philosophies to coexist. This transition away from a purely MEAE 
philosophy was not only necessary, but was reflective of the philosophical and practical 
changes in this congregation in the later 19 years. 
5.3 - The Orchestra 
The Orchestra of the FBCPC congregation was begun in 1979. Initially due to an 
absence of commercially arranged instrumental music, the Minister of Music, 
instrumental director and key leaders within the Orchestra were responsible for manually 
writing the instrumental parts. The members of the Orchestra were additionally expected 
to either write their individual instrumental parts for accompanying congregational 
singing or to transpose them at-sight as they played. In the earlier era in which MEAE 
was the prevailing music education philosophy both in traditional music education 
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venues and this local church as well, a praxial approach was surprisingly utilized by the 
orchestral leaders where instrumentalists were of necessity forced to learn transposition 
both at-sight and in writing, and/or to create their own original instrumental parts. While 
affording instrumentalists an opportunity to further develop their sight-reading ability, 
arrange their individual parts for congregational singing and develop their individual 
playing of their instrument, the Orchestra provided a new instrumental sound to and for 
the congregation. This group met with not only the approval of the congregation but was 
viewed most positively by them, as they provided a much needed and desired service to 
the FBCPC congregation. Listening to the Orchestra was a passive MEAE experience for 
the congregants. At the same time, it was an active praxiallearning experience for the 
orchestral members themselves. The philosophical approach was determined 
simultaneously by whether one was an observer or a participant. It was truly a matter of 
perspective. 
The most prominent changes experienced in the later era (1991-2009) were the 
proliferation of commercial instrumental arrangements and the increase of performance 
opportunities for the Orchestra within the church. The orchestral members no longer had 
to transpose or write their instrumental parts. The Orchestra played for all Sunday 
services, and accompanied all singing, whether congregational or choral. The group 
additionally began to perform purely instrumental selections. As the frequency of their 
playing increased, their individual sight-reading and technical playing abilities improved. 
160 
5.4 - The Youth Choir 
The Youth Choir in both eras was more of an educational entity than a 
performance driven one. The instructional methodology of the earlier era was similar to 
that of the Adult Choir. Formalized instruction concerning musical notation was 
included in the rehearsal setting. Even though there was a strong need for the Youth 
Choir to be educational to the youth of the church, it was equally important to make the 
Youth Choir attractive to the church's youth from a social aspect. Due to the strong 
influences of a primarily older congregation, local schools' choral programs and the 
prevailing MEAE philosophies, the performances ofthe Youth Choir in the earlier era 
were primarily observed by the congregation and yet, as reflected in survey responses, 
not experienced as a prominent facet of worship. Youth Choir participants perceived their 
choir experiences to be educational and relevant. It was indeed an eclectic mixture of 
educational philosophies, although MEAE was the prevailing philosophical force at that 
time. Within the later years, the Youth Choir has become more praxial in its 
philosophical approach and practices toward music education. The youth were afforded 
opportunities to learn as they made music that was more reflective of their contemporary 
culture. More than any other venue within the church's Music Ministry, the Youth Choir 
had the clearest progression away from an MEAE philosophy towards purely praxial 
values. 
5.5- The Children's Choirs 
In the earlier years researched, the Children's Choirs were also driven by a MEAE 
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philosophical approach. Because of its pivotal role in worship, the hymnal, its contents, 
and its usage in worship settings were prominently taught in Children's Choirs. Although 
performing quarterly or seasonally during this era, the Children's Choirs were not 
primarily performing organizations. The teachings of the hymnal and music notation 
were core fundamentals of the weekly instruction. 
The Children's Choirs were not immune from the changes within the church, 
society and music education within the schools. Moving from a MEAE philosophy where 
concepts of music as objects of arts, such as the hymnal, to a praxial philosophy where 
the children learned musical skills through the actual making of music, the Children's 
Choirs transitioned into performance-driven organizations. The Children's Choirs learned 
concepts of choral diction, choral blend and performance skills as they were actually 
making music. Due to time constraints, weekly small group craft activities were largely 
abandoned, especially with the older children, in favor of singing activities and preparing 
dramatic musicals. The frequency of the performances of the Children's Choirs also 
increased as the philosophical shift occurred. This progression was not as readily 
apparent as in the Youth Choir, although praxial influences in methodology were 
identifiable. 
5.6 - Practical Implications for Local Church Ministry 
This research paradigm offers possible implications not only for future research 
but additionally for ministry leaders of musical and educational endeavors at the local 
church level. This could be especially relevant within evangelical Protestant 
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denominations, in which local churches and their ministers are afforded varying degrees 
of autonomy to determine their local churches' ministries, educational systems, and 
philosophies which will possibly guide these ministries and future musical forms of 
worship expression. This research could additionally offer practical insights to potential 
educational and musical trends that may be experienced by a local church congregation. 
An example where this research could potentially offer insights is a church that does not 
possess a comprehensive music education system for all ages, especially regarding 
children and youth. This study could reveal possible benefits of a sequential educational 
system for developing more effective musical worshippers within the church. Another 
scenario could possibly be a church that wishes to include future instrumentalists in 
leading worship. By exploring trends in instrumental worship, contrasting an orchestral 
approach versus a praise band, and considering the various strengths and weaknesses of 
either approach, leadership within a church could glean from the experiences of this 
particular church. Lastly, but not exclusively, this research would be effective for a 
church, which like FBCPC, has experienced protracted leadership, either by a Senior 
Pastor and/or Minister of Music. Potential transitions in philosophical approaches to 
education and worship within the local church setting could be possibly identified and 
anticipated by reviewing this research. Additionally, a study of the educational and 
ministerial trends that were experienced by this congregation could potentially be 
relevant to other churches, which may have in the past or are presently experiencing 
protracted periods of continued leadership by a limited number of ministry leaders, or for 
those churches which are about to experience a change in pastoral leadership. 
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A most important implication for local church ministries are the potentials for 
change and influence as guided by a Senior Pastor upon the present and future directions 
of overall educational and musical church ministry endeavors within a specific 
congregation. The topics of theological differences between various world religions, 
Christian denominations, and even between churches and ministers within the same 
denomination were not addressed in this study; however, the potential for inference does 
exist on varying levels where religious leadership have protracted tenures, the 
congregation is about to experience a dramatic philosophical change in pastoral 
leadership, and/or where educational trends are experiencing dramatic changes, as was 
the case in this research. Lastly, a study of the simultaneous relationship, coexistence 
and independence of the church and secular worlds could potentially benefit from this 
specific research, in which a specific church's music educational system was 
simultaneously affected by a myriad of factors which included a specific denominational 
belief system, its educational system, a local church's autonomous ministerial leadership, 
the secular public school educational system and the general secular world practices of a 
specific era. 
5. 7 - Implications for Future Exploration 
Within the FBCPC congregation there was a systematic progression from MEAE 
towards a praxial music education philosophy during the 30 years researched. Largely 
due to the lengthy tenure of the former Senior Pastor and the residual effects of the 
preferred formalism during his pastoral tenure, the staid congregation was difficult to 
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move from MEAE towards more praxial philosophies and practices. The transition was 
slow in coming, yet once achieved, it was pervasive in every area of the church, including 
its Music Ministry and congregation. Due to the large number of mature and senior adults 
who had significant experiences and exposures to a MEAE philosophy, both philosophies 
did continue coexist on varying levels within the church. This study revealed a 
progression, transition and evolution of musical worship practices and music education 
methodologies within this church and its Music Ministry. It also exposed the coexistence 
of the two prevailing music education philosophies within the later administration. 
This case study was of a specific period of 30 years (1979- 2009) in a specific 
church, the First Baptist Church of Panama City, within a specific denomination, the 
Southern Baptist Convention. Implications for future research at the local level, and more 
specifically within FBCPC, do exist, including: 
Will FBCPC continue to have a strong choral presence in future years and how 
would this practice within the church determine the future music education 
philosophies and practices? This further study would be relevant in light of the 
current trend within the Southern Baptist denomination, and other Protestant 
denominations, to use praise teams (ensembles) in lieu of or in additional to 
choirs. 
Will FBCPC continue to have an orchestral program in future years or will it 
evolve into the use of praise bands? And how would this future instrumental 
program determine or affect instrumental music education practices for the 
various ages within the church? This research could be potentially effective in 
considering that many churches within the Southern Baptist denomination are 
presently utilizing praise bands in lieu of more traditional church orchestras. 
Will FBCPC continue its programming of Youth Choirs and Children's Choirs in 
future years and how will the musical literacy of the church be affected by this 
educational program of children and youth, or the lack of it? This research could 
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be relevant in light of the trends within many Southern Baptist churches to 
abandon the programming of Youth Choirs and Children's Choirs, and to replace 
these musical entities with mission groups and other Christian discipleship 
activities. 
Will FBCPC, if continuing its programming of Youth Choir and Children's 
Choirs in future years, experience a shortage of trained worship leaders as 
currently being experienced at the local level within the overall SBC 
denomination? 
How will the abandonment of the hymnal and continued usage of the large 
screens possibly affect the future musical literacy of the FBCPC congregation? 
This research would be most relevant as this practice reflects a growing trend in 
many evangelical churches, of today, especially the larger mega-churches of 
Protestant denominations, to utilize the large screens and abandon the use of the 
hymnal. 
5.8 - In Conclusion 
This case study has sought to explore the progression of music educational 
methodologies, practices and philosophies over a period of 30 years within a specific 
church's Music Ministry. The perceptions of the congregation concerning the various 
musical organizations and their perceived effectiveness within the church's Music 
Ministry were explored. The exploration within this qualitative case study surprisingly 
revealed that a progression from a MEAE philosophy towards a praxial philosophy 
existed on varying levels. This development within the church setting paralleled the 
changes in music education methodology; however, this evolution was not simultaneous 
with normal educational venues, but rather was delayed, presumably by prevailing church 
traditions and personal preferences of leadership. 
It is believed that this exploration of methodologies, practices and philosophies 
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within a specific church, a specific denomination and a specific time period could provide 
an effective example of music education within the local church setting by highlighting 
both its strengths and weaknesses. The researcher has attempted to present a natural 
setting of the practices at this specific church, which would offer the reader examples of 
the weekly practices of this local church's Music Ministry, and its necessary 
developments, evolutions and philosophical practices to remain relevant and effective in 
today's rapidly changing society. 
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APPENDIX A 
QUOTATIONS OF SCRIPTURAL REFERENCES CITED 
(Listed in order of citation and are from the King James Version) 
1) Psalm 83:18 - "That men may know that thou, whose name alone is JEHOVAH, 
art the most high over all the earth." 
2) Matthew 8:29- "And, behold, they cried out, saying, What have we to do with 
thee, Jesus, thou Son of God? art thou come hither to torment us before the time?'' 
Matthew 14:33- "Then they that were in the ship came and worshipped him, 
saying, Of a truth thou art the Son of God." 
Luke 1:35 -"And the angel answered and said unto her, The Holy Ghost shall 
come upon thee, and the power of the Highest shall overshadow thee: therefore 
also that holy thing which shall be born of thee shall be called the Son of God." 
3) Psalm 40:3 -"And he hath put a new song in my mouth, even praise unto our 
God: many shall see it, and fear, and shall trust in the LORD." 
4) I Chronicles 9:33- "And these are the singers, chief of the fathers of the Levites, 
who remaining in the chambers were free: for they were employed in that work 
day and night." 
II Chronicles 5:12- "Also the Levites which were the singers, all ofthem of 
Asaph, of Heman, of Jeduthun, with their sons and their brethren, being arrayed in 
white linen, having cymbals and psalteries and harps, stood at the east end of the 
altar, and with them an hundred and twenty priests sounding with trumpets." 
5) Joshua 6:4-6, 8, 13- "And seven priests shall bear before the ark seven trumpets 
of rams' horns: and the seventh day ye shall compass the city seven times, and the 
priests shall blow with the trumpets. 
And it shall come to pass, that when they make a long blast with the ram's hom, 
and when ye hear the sound of the trumpet, all the people shall shout with a great 
shout; and the wall of the city shall fall down flat, and the people shall ascend up 
every man straight before him. 
And Joshua the son ofNun called the priests, and said unto them, Take up the ark 
of the covenant, and let seven priests bear seven trumpets of rams' horns before 
the ark of the LORD. 
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And it came to pass, when Joshua had spoken unto the people, that the seven 
priests bearing the seven trumpets of rams' horns passed on before the LORD, and 
blew with the trumpets: and the ark of the covenant of the LORD followed them. 
And seven priests bearing seven trumpets of rams' horns before the ark of the 
LORD went on continually, and blew with the trumpets: and the armed men went 
before them; but the reward came after the ark of the LORD, the priests going on, 
and blowing with the trumpets." 
Numbers 10:2 - "Make thee two trumpets of silver; of a whole piece shalt thou 
make them: that thou mayest use them for the calling of the assembly, and for the 
journeying of the camps." 
6) I Chronicles 16:5 - "Asaph the chief, and next to him Zechariah, Jeiel, and 
Shemiramoth, and Jehiel, and Mattithiah, and Eliab, and Benaiah, and Obededom: 
and Jeiel with psalteries and with harps; but Asaph made a sound with cymbals." 
7) I Samuel 16: 16, 23 - "Let our lord now command thy servants, which are before 
thee, to seek out a man, who is a cunning player on an harp: and it shall come to 
pass, when the evil spirit from God is upon thee, that he shall play with his hand, 
and thou shalt be well. 
And it came to pass, when the evil spirit from God was upon Saul, that David 
took an harp, and played with his hand: so Saul was refreshed, and was well, and 
the evil spirit departed from him." 
I Samuel10:5- "After that thou shalt come to the hill of God, where is the 
garrison of the Philistines: and it shall come to pass, when thou art come thither to 
the city, that thou shalt meet a company of prophets coming down from the high 
place with a psaltery, and a tabret, and a pipe, and a harp, before them; and they 
shall prophesy." 
8) I Samuel25:1-7- "And Samuel died; and all the Israelites were gathered together, 
and lamented him, and buried him in his house at Ramah. And David arose, and 
went down to the wilderness of Paran. 
And there was a man in Maon, whose possessions were in Carmel; and the man 
was very great, and he had three thousand sheep, and a thousand goats: and he 
was shearing his sheep in Carmel. 
Now the name of the man was Nahal; and the name of his wife Abigail: and she 
was a woman of good understanding, and of a beautiful countenance: but the man 
was churlish and evil in his doings; and he was of the house of Caleb. 
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And David heard in the wilderness that Nahal did shear his sheep. 
And David sent out ten young men, and David said unto the young men, Get you 
up to Carmel, and go to Nahal, and greet him in my name: 
And thus shall ye say to him that liveth in prosperity, Peace be both to thee, and 
peace be to thine house, and peace be unto all that thou hast. 
And now I have heard that thou hast shearers: now thy shepherds which were with 
us, we hurt them not, neither was there ought missing unto them, all the while 
they were in Carmel." 
9) I Chronicles 15:16- "And David spake to the chief of the Levites to appoint their 
brethren to be the singers with instruments of musick, psalteries and harps and 
cymbals, sounding, by lifting up the voice with joy." 
II Chronicles 5:12- "Also the Levites which were the singers, all ofthem of 
Asaph, of Heman, of Jeduthun, with their sons and their brethren, being arrayed in 
white linen, having cymbals and psalteries and harps, stood at the east end of the 
altar, and with them an hundred and twenty priests sounding with trumpets." 
1 0) I Chronicles 23 - "So when David was old and full of days, he made Solomon his 
son king over Israel. And he gathered together all the princes of Israel, with the 
priests and the Levites. Now the Levites were numbered from the age of thirty 
years and upward: and their number by their polls, man by man, was thirty and 
eight thousand. Of which, twenty and four thousand were to set forward the work 
of the house of the LORD; and six thousand were officers and judges: Moreover 
four thousand were porters; and four thousand praised the LORD with the 
instruments which I made, said David, to praise therewith. And David divided 
them into courses among the sons of Levi, namely, Gershon, Kohath, and Merari. 
Of the Gershonites were, Laadan, and Shimei. The sons of Laadan; the chief was 
Jehiel, and Zetham, and Joel, three. The sons ofShimei; Shelomith, and Haziel, 
and Haran, three. These were the chief of the fathers of Laadan. And the sons of 
Shimei were, Jahath, Zina, and Jeush, and Beriah. These four were the sons of 
Shimei. And Jahath was the chief, and Zizah the second: but Jeush and Beriah 
had not many sons; therefore they were in one reckoning, according to their 
father's house. The sons ofKohath; Amram, Izhar, Hebron, and Uzziel, four. 
The sons of Amram; Aaron and Moses: and Aaron was separated, that he should 
sanctify the most holy things, he and his sons for ever, to bum incense before the 
LORD, to minister unto him, and to bless in his name for ever. Now concerning 
Moses the man of God, his sons were named of the tribe ofLevi. The sons of 
Moses were, Gershom, and Eliezer. Of the sons of Gershom, Shebuel was the 
chief. And the sons of Eliezer were, Rehabiah the chief. And Eliezer had none 
other sons; but the sons ofRehabiah were very many. Of the sons ofizhar; 
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Shelomith the chief. Ofthe sons ofHebron; Jeriah the first, Amariah the second, 
Jahaziel the third, and Jekameam the fourth. Of the sons ofUzziel; Micah the 
first and Jesiah the second. The sons ofMerari; Mahli, and Mushi. The sons of 
Mahli; Eleazar, and Kish. And Eleazar died, and had no sons, but daughters: and 
their brethren the sons of Kish took them. The sons of Mushi; Mahli, and Eder, 
and Jeremoth, three. These were the sons of Levi after the house oftheir fathers; 
even the chief of the fathers, as they were counted by number of names by their 
polls, that did the work for the service of the house of the LORD, from the age of 
twenty years and upward. For David said, The LORD God oflsrael hath given 
rest unto his people, that they may dwell in Jerusalem for ever: And also unto the 
Levites; they shall no more carry the tabernacle, nor any vessels of it for the 
service thereof. For by the last words of David the Levites were numbered from 
twenty years old and above: Because their office was to wait on the sons of Aaron 
for the service of the house of the LORD, in the courts, and in the chambers, and 
in the purifying of all holy things, and the work of the service of the house of 
God; Both for the shewbread, and for the fine flour for meat offering, and for the 
unleavened cakes, and for that which is baked in the pan, and for that which is 
fried, and for all manner of measure and size; And to stand every morning to 
thank and praise the LORD, and likewise at even: And to offer all burnt sacrifices 
unto the LORD in the sabbaths, in the new moons, and on the set feasts, by 
number, according to the order commanded unto them, continually before the 
LORD: And that they should keep the charge of the tabernacle of the 
congregation, and the charge of the holy place, and the charge of the sons of 
Aaron their brethren, in the service of the house of the LORD." 
II Chronicles 20:21 - "And when he had consulted with the people, he appointed 
singers unto the LORD, and that should praise the beauty of holiness, as they 
went out before the army, and to say, Praise the LORD; for his mercy endureth 
for ever." 
II Chronicles 35:4- "And prepare yourselves by the houses of your fathers, after 
your courses, according to the writing of David king of Israel, and according to 
the writing of Solomon his son." 
11) I Chronicles 15:27- "And David was clothed with a robe of fine linen, and all the 
Levites that bare the ark, and the singers, and Chenaniah the master of the song 
with the singers: David also had upon him an ephod oflinen." 
II Chronicles 5:12- "Also the Levites which were the singers, all ofthem of 
Asaph, of Heman, of Jeduthun, with their sons and their brethren, being arrayed in 
white linen, having cymbals and psalteries and harps, stood at the east end of the 
altar, and with them an hundred and twenty priests sounding with trumpets." 
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12) II Chronicles 5:13- "It came even to pass, as the trumpeters and singers were as 
one, to make one sound to be heard in praising and thanking the LORD; and when 
they lifted up their voice with the trumpets and cymbals and instruments of 
musick, and praised the LORD, saying, For he is good; for his mercy endureth for 
ever: that then the house was filled with a cloud, even the house of the LORD." 
II Chronicles 29:25- "And he set the Levites in the house of the LORD with 
cymbals, with psalteries, and with harps, according to the commandment of 
David, and of Gad the king's seer, and Nathan the prophet: for so was the 
commandment of the LORD by his prophets." 
13) I Chronicles 25:7- "So the number of them, with their brethren that were 
instructed in the songs of the LORD, even all that were cunning, was two hundred 
fourscore and eight." 
18) I Corinthians 14: 15 - "What is it then? I will pray with the spirit, and I will pray 
with the understanding also: I will sing with the spirit, and I will sing with the 
understanding also." 
39) John 15:16- "Ye have not chosen me, but I have chosen you, and ordained you, 
that ye should go and bring forth fruit, and that your fruit should remain: that 
whatsoever ye shall ask of the Father in my name, he may give it to you." 
I Peter 2:9- ''But ye are a chosen generation, a royal priesthood, an holy nation, a 
peculiar people; that ye should shew forth the praises of him who hath called you 
out of darkness into his marvelous light." 
40) Exodus 32:18- "And he said, It is not the voice of them that shout for mastery, 
neither is it the voice of them that cry for being overcome: but the noise of them 
that sing do I hear." 
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APPENDIX B 
CHURCH MUSIC EDUCATION 
PERCEPTIONS SURVEY & RESPONSES 
The following document was color-coded for ease of 
collation, codifying of data, cross-referencing and triangulation. 
Congregation: White 
Adult Choir: Pink 
Orchestra: Blue 
Youth Choirs: Yell ow 
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CHURCH MUSIC EDUCATION 
PERCEPTIONS SURVEY RESPONSES 
The Role of Music Education in the First Baptist Church -Panama City, Florida 
(1979-2009): A Case Study 
DEMOGRAPIDCS: 
SEX MALE FEMALE RESP. 
Adult Choir 34 I 40% 50 I 60% 84 
Orchestra 8144% 10 I 56% 18 
Youth Choir 7124% 22 I 76% 29 
Congregation 73 I 43% 95 I 57% 168 
Respondents 122 41% 177 I 59% 299 
AGE GRS. 6-8 GRS. 9-12 18-25 25-45 45-65 65+ RESP. 
16 I 37 I 21 I 
Adult Choir NIR NIR NIR 22% 50% 28% 74 
41 81 6/ 
Orchestra NIR NIR NIR 22% 44% 33% 18 
Youth Choir 12141% 15 I 52% 217% NIR NIR NIR 29 
35 I 63 I 67 I 
Congregation NIR 110% NIR 21% 38% 40% 166 
55/ 108/ 94/ 
Respondents 12/4% 15/5% 2/1% 19% 38% 33% 286 
MARITAL 
STATUS SINGLE MARRIED RESP. 
Adult Choir 17/20% 66 I 80% 83 
Orchestra 2111% 16 I 89% 18 
Youth Choir 29 I 100% NIA 29 
Congregation 38/23% 128 I 77% 166 
Respondents 86/29% 210/71% 296 
CHURCH 
MEMBER? YES NO RESP. 
Adult Choir 80199% 1/1% 81 
Orchestra 17 I 94% 1 I 6% 18 
Youth Choir 29 I 100% NIR 29 
Congregation 159 I 96% 7/4% 166 
Respondents 285/97% 9/3% 294 
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CONGREGATIONAL MUSIC (1979-1990) 
1. I believe that through the use of the hymnal in the congregational singing (from 
1979-1990), I gained a better understanding of how to read musical notation. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
RESP 
A1 A B c D E . 
Adult Choir 5 I 12% 8 I 19% 16 I 37% 13 I 30% 43 
Orchestra 1 I 17% NIR 3 I 50% NIR 2133% 6 
Youth Choir NIA NIA NIA NIA NIA NIA 
Congregation 317% 317% 9120% 21 I 48% 8 I 18% 44 
Respondents 515% 819% 20122% 37 I 40% 23 I 25o/o 93 
2. From 1979-1990, I believe that the congregational singing at FBC- PC was: 
A B c D E 
Traditional Moderately Blended Moderately Contemporary 
Blended Contemporary 
(Only hymns, (Mostly hymns, (50% hymns (25%hymns, (Only choruses) 
no choruses) few Choruses) 50% choruses) 75% choruses) 
A2 A B c D E RESP. 
Adult Choir 8121% 15 I 38% 14 I 36% NIR 215% 39 
Orchestra 1117% 3 I 50% 2133% NIR NIR 6 
Youth Choir NIA NIA NIA NIA NIA NIA 
Congregation 16 I 36% 21 I 48% 5111% 214% NIR 44 
251 
Respondents 28% 39144% 21 I 24°/o 212% 212% 89 
3. The congregational singing (from 1979-1990) motivated me to express myself 
musically actively participating in the congregational singing during the church 
service. 
A 
Strongly Disagree 
A3 
Adult Choir 
Orchestra 
Youth Choir 
Congregation 
Respondents 
B 
Disagree 
A B 
112% NIR 
NIR NIR 
NIA NIA 
418% 112% 
515% 111% 
c 
Neutral 
c 
419% 
2133% 
NIA 
3/7% 
919% 
175 
D 
Mostly Agree 
D 
21 I 48% 
3 I 50% 
NIA 
22 I 49% 
46148% 
E 
Strongly Agree 
E RESP. 
18141% 44 
1 I 17% 6 
NIA NIA 
15 I 33% 45 
34/36% 95 
4. It was through the congregational singing of this church (from 1979-1990) that I 
learned to appreciate musical worship styles that were different from my personal 
preferences. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
A4 A B c D E RESP. 
Adult Choir 317% 6114% 12 I 28% 14 I 33% 8119% 43 
Orchestra NIR 1 I 17% 2133% 3 I 50% NIR 6 
Youth Choir NIA NIA NIA NIA NIA NIA 
Congregation 214% 13 I 25% 21 I 40% 10 I 19% 6112% 52 
Respondents 515% 20120% 35/35% 27/27% 14/14% 101 
5. I believed that the congregational singing (from 1979-1990) was a musically 
educational and beneficial experience. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
AS A B c D E RESP. 
Adult Choir 2/4% 112% 15 I 29% 21141% 12 I 24% 51 
Orchestra NIR NIR 2/33% 3 I 50% 1 I 17% 6 
Youth Choir NIA NIA NIA NIA NIA NIA 
Congregation NIR 1/2% 5 I 11% 24155% 14 I 32% 44 
Respondents 2/2% 212% 22/22% 48/48% 27/27% 101 
6. I believed that the musical styles of the congregational singing (from 1979-1990) 
were representative of the musical preferences of the majority of the congregation. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
A6 A B c D E RESP. 
Adult Choir NIR 3/7% 6114% 25 I 57% 10 I 23% 44 
Orchestra NIR 1/17% 3/50% 2/33% NIR 6 
Youth Choir NIA NIA NIA NIA N/A NIA 
Congregation 214% 112% 214% 28 I 62% 12 I 27% 45 
Respondents 2/2% 5/5% 11/12% 55/58% 22 I 23o/o 95 
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ADULT CHOIR (1979-1990) 
1) The music of the Adult Choir (from 1979-1990) was widely varied in musical 
styles. 
A B c D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
B1 A B c D E RESP. 
Adult Choir NIR 6118% 10129% 14141% 4112% 34 
Orchestra NIR 1 I 17% 3150% 2133% NIR 6 
Youth Choir NIA NIA NIA NIA NIA NIA 
Congregation 215% 10 I 24% 12 I 29% 15 I 36% 317% 42 
Respondents 212% 17121% 25130% 31138% 719% 82 
2) Listening to the Adult Choir (from 1979-1990) broadened my appreciation for 
different sacred music styles. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
B2 A B c D E RESP. 
Adult Choir NIR 216% 14141% 16 I 47% 216% 34 
Orchestra NIR 1 I 17% 2133% 2133% 1 I 17% 6 
Youth Choir NIA NIA NIA NIA NIA NIA 
Congregation NIR 7 I 17% 13131% 15 I 36% 7 I 17% 42 
Respondents N/R 10112% 29 I 35o/o 33140% 10112% 82 
3) By listening to the Adult Choir (from 1979-1990), I broadened my acceptance of 
differing musical styles. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
B3 A B c D E RESP. 
Adult Choir NIR 5 I 15% 13 I 39% 12 I 36% 319% 33 
Orchestra NIR 1117% 2133% 2133% 1 I 17% 6 
Youth Choir NIA NIA NIA NIA NIA NIA 
Congregation NIR 11 I 28% 13 I 32% 13 I 32% 318% 40 
Respondents N/R 17122% 28135% 27134% 7 I 9o/o 79 
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4) From 1979-1990, I would categorize the music of the Adult Choir as: 
A B C D E 
Traditional Anthems I Somewhat I A Mixture Of I Somewhat I Contemporary 
Traditional All Styles Contemporary 
B4 A B c D E RESP. 
Adult Choir 5 I 16% 17 I 53% 10131% NIR NIR 32 
Orchestra 2133% 2133% 2133% NIR NIR 6 
Youth Choir NIA NIA NIA NIA NIA NIA 
Congregation 12 I 29% 18 I 44% 9122% 215% NIR 41 
Respondents 19/24% 37/47% 21/27% 2/3% N/R 79 
5) The singing of the Adult Choir (from 1979-1990) motivated me to pursue greater 
musical knowledge and skills. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
B5 A B c D E RESP. 
Adult Choir NIR 3/9% 14 I 42% 11 I 33% 5 I 15% 33 
Orchestra NIR 1 I 17% 3 I 50% 2133% NIR 6 
Youth Choir NIA NIA NIA NIA NIA NIA 
Congregation 215% 1 I 3% 24 I 60% 10 I 25% 311% 40 
Respondents 2/3% 516% 41/52% 23/29% 8/10% 79 
6) I believed that the Adult Choir (from 1979-1990) was comprised of people who 
were musically trained and who were able to easily read music. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
B6 A B c D E RESP. 
Adult Choir 1 I 3% 10131% 5 I 16% 13 I 41% 319% 32 
Orchestra NIR 1 I 17% 4166% 1 I 17% NIR 6 
Youth Choir NIA NIA NIA NIA NIA NIA 
Congregation 112% 5 I 12% 8120% 23 I 56% 4110% 41 
Respondents 213% 16/20% 17/22% 37/47% 7/9% 79 
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7) I believed that one of the primary functions of the Adult Choir (from 1979-1990) 
was to musically train and educate people. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
B7 A B c D E RESP. 
Adult Choir 1 I 3% 5 I 15% 10 I 30% 15 I 45% 216% 33 
Orchestra NIR NIR 1 I 17% 5 I 83% NIR 6 
Youth Choir NIA NIA NIA NIA NIA NIA 
Congregation 215% 9121% 11126% 18 I 42% 317% 43 
Respondents 314% 14 I 17% 22/27% 38/46% 5/6% 82 
8) From 1979-1990, I believed the Adult Choir was a major component ofthe 
overall worship experience. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
B8 A B c D E RESP. 
Adult Choir NIR 113% 216% 16 I 48% 14 I 42% 33 
Orchestra NIR NIR 1 I 17% 3 I 50% 2133% 6 
Youth Choir NIA NIA NIA NIA NIA NIA 
Congregation 112% NIR 215% 18 I 42% 22 I 51% 43 
Respondents 1/1% 1/1% 5/6% 37/45% 38/46% 82 
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ORCHESTRA (1979-1990) 
1) The music ofthe Church Orchestra (from 1979-1990) was varied in musical 
styles. 
A B c D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
C1 A B c D E RESP. 
Adult Choir N/R 4/4% 14 I 50% 9/32% 1/4% 28 
Orchestra N/R NIT 1 I 17% 5 I 83% N/R 6 
Youth Choir N/A NIA N/A N/A N/A NIA 
Congregation 2/5% 5 I 12% 14 I 34% 18 I 44% 2/5% 41 
Respondents 2/3% 9/12% 29139% 32/43% 3/4% 75 
2) Listening to the Orchestra (from 1979-1990) broadened my appreciation for 
different sacred musical styles. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
C2 A B c D E RESP. 
Adult Choir 1 I 3% 5117% 11 I 38% 11 I 38% 1/3% 29 
Orchestra N/R NIR 3/50% 3 I 50% N/R 6 
Youth Choir N/A N/A N/A NIA NIA NIA 
Congregation 2/5% 6/14% 15 I 36% 17 I 40% 2/5% 42 
Respondents 3/4% 11 I 14% 29138% 31 I 40% 3/4% 77 
3) By listening to the Orchestra (from 1979-1990), I broadened my acceptance of 
differing musical styles. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
C3 A B c D E RESP. 
Adult Choir 1/3% 5 I 17% 11 I 38% 11 I 38% 1/3% 29 
Orchestra N/R 1 I 17% 4/67% 1 I 17% NIR 6 
Youth Choir N/A N/A N/A N/A N/A N/A 
Congregation 2/5% 6115% 17/41% 14 I 34% 2/5% 41 
Respondents 314% 12 I 16% 32 I 42% 26134% 3/ 4°/o 76 
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4) From 1979-1990, I would categorize the music of the Orchestra as: 
A I B I c I D I E Traditional Orchestral Somewhat A Mixture of Somewhat Contemporary 
Selections Traditional All Styles Contemporary 
C4 A B c D E RESP. 
Adult Choir 5 I 18% 14 I 50% 8129% 1 I 4% NIR 28 
Orchestra NIR 1 I 17% 4166% 1117% NIR 6 
Youth Choir NIA NIA NIA NIA NIA NIA 
Congregation 9120% 18 I 39% 13 I 28% 6113% NIR 46 
Respondents 14 I 18% 33 I 41% 25131% 8110% NIR 80 
5) From 1979-1990, listening to and watching the members of the Orchestra play 
their instruments motivated me to pursue greater musical knowledge and skills. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
C5 A B c D E RESP. 
Adult Choir 1 I 4% 10 I 36% 12 I 43% 4114% 114% 28 
Orchestra 1 I 17% 1 17% 1 I 17% 2133% 1 I 17% 6 
Youth Choir NIA NIA NIA NIA NIA NIA 
Congregation 215% 14 I 33% 20 I 48% 4110% 215% 42 
Respondents 415% 25133% 33143% 10113% 4 I 5o/o 76 
6) I believed that the Orchestra (from 1979-1990) was comprised of people who 
were musically trained and were able to easily read music. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
C6 A B c D E RESP. 
Adult Choir NIR NIR 5 I 17% 16 I 55% 8128% 29 
Orchestra N/R N/R 1 I 17% 4/67% 1 I 17% 6 
Youth Choir N/A N/A N/A NIA NIA N/A 
Congregation 112% 317% 317% 25 I 60% 10124% 42 
Respondents 1 I 1% 314% 9112% 45158% 19 I 25°/o 77 
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7) I believed that one of the primary functions ofthe Orchestra (from 1979-1990) 
was to musically train and educate people. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
C7 A B c D E RESP. 
Adult Choir NIR 7125% 9132% 12 I 43% NIR 28 
Orchestra NIR NIR 2133% 4167% NIR 6 
Youth Choir NIA NIA NIA NIA NIA NIA 
Congregation 112% 9122% 11 I 27% 18 I 44% 215% 41 
Respondents 111% 16121% 22129% 34145% 213% 75 
8) From 1979-1990, I believed that the Orchestra was a major component of the 
overall worship experience. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
C8 A B c D E RESP. 
Adult Choir NIR 7125% 7125% 7125% 7125% 28 
Orchestra NIR 1 I 17% 1 I 17% 3 I 50% 1 I 17% 6 
Youth Choir NIA NIA NIA NIA NIA NIA 
Congregation 215% 5 I 12% 6114% 20 I 48% 9121% 42 
Respondents 213% 13 I 17% 14118% 30139% 17122% 76 
182 
YOUTH CHOIR (1979-1990) 
1) The music ofthe Youth Choir (from 1979-1990) was widely varied in musical 
styles. 
A B c D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
D1 A B c D E RESP. 
Adult Choir NIR 4113% 6/19% 20 I 63% 216% 32 
Orchestra NIR 1 I 17% 2133% 3 I 50% NIR 6 
Youth Choir NIA NIA NIA NIA NIA NIA 
Congregation 1 I 3% 6118% 11 I 32% 13 I 38% 319% 34 
Respondents 111% 11 I 15% 19 I 26°/o 36150% 517% 72 
2) Listening to the Youth Choir (from 1979-1990), I broadened my appreciation for 
different sacred musical styles. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
D2 A B c D E RESP. 
Adult Choir NIR 6121% 14 I 48% 9131% NIR 29 
Orchestra NIR 2133% 2133% 2133% NIR 6 
Youth Choir NIA NIA NIA NIA NIA NIA 
Congregation 215% 5 I 13% 14 I 37% 14 I 37% 3 I 8% 38 
Respondents 213% 13 I 18% 30 I 41% 25148% 314% 73 
3) By listening to the Youth Choir (from 1979-1990), I broadened my acceptance of 
differing musical styles. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
D3 A B c D E RESP. 
Adult Choir NIR 3 I 10% 14 I 48% 12 I 41% NIR 29 
Orchestra NIR 3 I 50% 2133% 1 I 17% NIR 6 
Youth Choir NIA NIA NIA NIA NIA NIA 
Congregation 216% 216% 14 I 40% 14 I 40% 318% 35 
Respondents 213% 8111% 30 I 45% 27138% 314% 70 
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4) From 1979-1990, I would categorize the music of the Youth Choir as: 
A B C D E 
Traditional Anthems / Somewhat I A Mixture of I Somewhat Contemporary 
Traditional All Styles Contemporary 
D4 A B c D E RESP. 
Adult Choir 1 I 3% 7124% 17 I 59% 4114% NIR 29 
Orchestra NIR 2133% 2133% 2133% NIR 6 
Youth Choir NIA NIA NIA NIA NIA NIA 
Congregation 216% 6117% 20 I 57% 6117% 1 I 3% 35 
Respondents 317% 15121% 39 I 56% 12117% 111% 70 
5) Listening to the Youth Choir (from 1979-1990), I was motivated to pursue 
greater musical knowledge and skills. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
D5 A B c D E RESP. 
Adult Choir NIR 8128% 17 I 59% 3 I 10% 113% 29 
Orchestra NIR 1 I 17% 3 I 50% 2133% NIR 6 
Youth Choir NIA NIA NIA NIA NIA NIA 
Congregation 215% 12 I 30% 18 I 45% 5113% 318% 40 
Respondents 213% 21128% 38151% 10113% 4/5% 75 
6) I believed that the Youth Choir (from 1979-1990) was comprised of people who 
were musically trained and able to easily read music. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
D6 A B c D E RESP. 
Adult Choir 217% 15 I 52% 8128% 4114% NIR 29 
Orchestra NIR 3 I 50% 3 I 50% NIR NIR 6 
Youth Choir NIA NIA NIA NIA NIA NIA 
Congregation 215% 16 I 40% 10 I 25% 11 I 28% 112% 40 
Respondents 415% 34/45% 21/28% 15/20% 1/1% 75 
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7) I believed that one of the primary functions of the Youth Choir (from 1979-1990) 
was to musically train and educate people. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
D7 A B c D E RESP. 
Adult Choir 1 I 3% 4114% 8128% 14 I 48% 217% 29 
Orchestra NIR NIR 2133% 4167% NIR 6 
Youth Choir NIA NIA NIA NIA NIA NIA 
Congregation 112% 6115% 10 I 24% 20 I 49% 4110% 41 
Respondents 213% 10 I 13% 20126% 38150% 6/8% 76 
8) I believed that the Youth Choir (from 1979-1990) was a major component of an 
overall worship experience. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
D8 A B c D E RESP. 
Adult Choir 114% 8129% 9132% 5 I 18% 5 I 18% 28 
Orchestra NIR 1 I 17% 4167% 1 I 17% NIR 6 
Youth Choir NIA NIA NIA NIA NIA NIA 
Congregation 112% 6115% 11 I 27% 17141% 6/15% 41 
Respondents 2/3% 15/20% 24/32% 23/31% 11 I 15%, 75 
9) Did you personally participate in the Youth Choir during this period of time 
(1979-1990)? 
D9 Yes No RESP. 
Adult Choir 1 I 4% 24196% 25 
Orchestra 2133% 4167% 6 
Youth Choir N/A NIA NIA 
Congregation 1 I 4% 22 I 96% 23 
Respondents 4/7% 50/93% 54 
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10) From 1979-1990, I believed that the Summer Choir Tours I Trips were strong 
motivational factors for youth to participate in Youth Choir. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
Dll A B c D E RESP. 
Adult Choir 1 I 3% NIR 3 I 10% 19 I 66% 6/21% 29 
Orchestra NIR NIR 3 I 50% NIR 3/50% 6 
Youth Choir NIA N/A NIA NIA NIA NIA 
Congregation N/R 1/3% 6/20% 18 I 60% 5 I 17% 30 
Respondents 1/1% 1/1% 12 I 18% 37/57% 14/21% 65 
11) I believed that one of the primary functions of the Youth Choir (from 1979-
1990) was to musically train and educate people. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
D12 A B c D E RESP. 
Adult Choir 1 I 3% 2/7% 8/28% 16 I 55% 2/7% 29 
Orchestra NIR NIR 1 I 17% 4/66% 1 I 17% 6 
Youth Choir NIA NIA NIA NIA NIA NIA 
Congregation NIR 3/8% 9/23% 22/56% 5 I 13% 39 
Respondents 1/1% 5/7% 18 I 24% 42/57% 8/11% 74 
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PRESCHOOL & CHILDREN'S CHOIRS (1979-1990) 
1) I believed that the primary musical function of the Preschool & Children's 
Choirs (from 1979-1990) was to musically train and educate children. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
E1 A B c D E RESP. 
Adult Choir NIR 3 I 11% 4114% 18 I 64% 3 I 11% 28 
Orchestra NIR NIR NIR 4180% 1120% 5 
Youth Choir NIA NIA NIA NIA NIA NIA 
Congregation 112% 112% 10 I 24% 21 I 51% 8 I 19% 41 
Respondents 111% 415% 14 I 19% 43158% 12 I 16% 74 
2) From 1979-1990, I believed that it was important for Preschool & Children's 
Choirs to sing regularly in church services. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
E2 A B c D E 
Adult Choir NIR 114% 4114% 18 I 29% 5 I 18% 
Orchestra NIR NIR NIR 5 I 100% NIR 
Youth Choir NIA NIA NIA NIA NIA 
Congregation NIR 112% 11 I 28% 20150% 8120% 
Respondents N/R 213% 15121% 43159% 13 I 18% 
3) From 1979-1990, I believed that singing songs was more important for 
Children's Choirs than learning musical skills. 
A B C D E 
RESP. 
28 
5 
NIA 
40 
73 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
E3 A B c D E RESP. 
Adult Choir NIR 1 I 4% 4/14% 17 I 61% 6/21% 28 
Orchestra NIR 1120% 1120% 2140% 1120% 5 
Youth Choir NIA NIA NIA NIA NIA N/A 
Congregation . NIR 4110% 9122% 21 I 51% 7 I 17% 41 
Respondents N?R 618% 14 I 19% 40154% 14119% 74 
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4) From 1979-1900, I believed that participation in Preschool & Children's Choirs 
was a weekly priority on Wednesday nights for families with children. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
E4 A B c D E RESP. 
Adult Choir NIR 2/7% 5 I 18% 15 I 54% 6/21% 28 
Orchestra NIR 1/20% 1/20% 2/40% 1/20% 5 
Youth Choir N/A NIA NIA NIA NIA NIA 
Congregation 1 I 3% 1/3% 9/23% 20 I 51% 8/21% 39 
Respondents 1/14% 4/6% 15/21% 37/51% 15/21% 72 
5) From 1979-1990, I believed that musical education through the Preschool & 
Children's Choirs was effectively mixed with the teaching of Christian doctrines. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
ES A B c D E RESP. 
Adult Choir NIR 1 I 4% 2/7% 17 I 61% 8/29% 28 
Orchestra NIR NIR NIR 4/80% 1/20% 5 
Youth Choir NIA N/A NIA NIA NIA NIA 
Congregation N!R NIR 8/21% 19 I 49% 12 I 31% 39 
Respondents NIR 1/14% 10/14% 30/42% 21/29% 72 
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MUSIC EDUCATION- PIDLOSOPHY & PRACTICES 
(1979-1990) 
1) From 1979-1990, I believed that the Music Ministry leadership of this church 
was significantly guided by educational goals for the church's Music Ministry as 
demonstrated in its scheduling and programming. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
F1 A B c D E RESP. 
Adult Choir NIR 3 I 11% 7/25% 10 I 36% 8/29% 28 
Orchestra NIR NIR 1 I 17% 3 I 50% 2/33% 6 
Youth Choir NIA NIA N/A NIA NIA N/A 
Congregation NIR 3/7% 7 I 18% 20 I 50% 10 I 25% 40 
Respondents NIR 618% 15120% 33145% 20127% 74 
2) From 1979-1990, I believe that the evangelistic mission of this church was the 
primary influence on the programming of the church's Music Ministry. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
F2 A B c D E RESP. 
Adult Choir NIR 2/7% 6/21% 13 I 46% 7/25% 28 
Orchestra NIR 1 I 17% NIR 3/50% 2/33% 6 
Youth Choir NIA N/A NIA NIA NIA NIA 
Congregation NIR 3/8% 6/15% 20 I 50% 11 I 28% 40 
Respondents NIR 618% 12 I 16% 36149% 20 I 27o/o 74 
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CONGREGATIONAL MUSIC (1991-2009) 
1. I believed that through the use of the hymnal during the congregational singing 
(from 1991-2009), I gained a better understanding of how to read musical notation. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
A-II -1 A B c D E RESP. 
Adult Choir 8 I 10% 516% 21 I 27% 30 I 38% 14 I 18% 78 
Orchestra 2113% 116% 7144% 5131% 1 I 6% 16 
Youth Choir NIR 216% 7123% 14 I 45% 8126% 31 
Congregation 1418% 28 I 16% 47127% 51 I 29% 34 I 20% 174 
Respondents 2418% 36112% 82127% 100133% 57 I 19o/o 299 
2. From 1979-1990, I believed that the congregational singing at FBC- PC was: 
A B C D E 
Traditional 
(Only hymns, 
no choruses) 
A-11-2 
Adult Choir 
Orchestra 
Youth Choir 
Congregation 
Respondents 
Moderately 
Blended 
(Mostly hymns, 
few Choruses) 
A B 
213% 7 I 11% 
N/R 3127% 
NIR 217% 
613% 32 I 18% 
813% 44 I 16% 
Blended Moderately Contemporary 
Contemporary 
(50% hymns (25% hymns, (Only choruses) 
50% choruses) 75% choruses) 
c D E RESP. 
40 I 63% 14 I 22% NIR 63 
7164% 119% N/R 11 
19 I 70% 5 I 19% 1 I 4% 27 
99 I 55% 41 I 23% 312% 181 
165/59% 61122% 411% 282 
3. The congregational singing (from 1991-2009) motivated me to express myself 
musically by actively participating in the congregational singing during the church 
service. 
A 
Strongly Disagree 
A-11-3 
Adult Choir 
Orchestra 
Youth Choir 
Congregation 
Respondents 
B 
Disagree 
A B 
1 I 1% 415% 
N/R N/R 
N/R 113% 
613% 714% 
7/2% 12/4% 
c 
Neutral 
c 
1 I 1% 
N/R 
3 I 10% 
1317% 
17/6% 
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D 
Mostly Agree 
D 
32 I 44% 
6140% 
7123% 
82 I 44% 
127/42% 
E 
Strongly Agree 
E RESP. 
35 I 48% 73 
9160% 15 
20165% 31 
77 I 42% 185 
141/46% 304 
4. It was through the congregational singing of this church (from 1991- 2009) that I 
learned to appreciate musical worship styles that were different from my personal 
preferences. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
A-11-4 A B c D E RESP. 
Adult Choir 1 I 1% 9/13% 14 I 19% 30 I 42% 18 I 25% 72 
Orchestra NIR 2/13% 4/27% 5/33% 4/27% 15 
Youth Choir NIR 1/3% 7/23% 11 I 37% 11 I 37% 30 
Congregation 6/3% 18 I 10% 50/27% 80/43% 34/18% 188 
Respondents 7/2% 30 I 10% 75/25% 126 I 41% 67/22% 305 
5. I believed that the congregational singing (from 1991-2009) was a musically 
educational and beneficial experience. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
A-11-5 A B c D E RESP. 
Adult Choir NIR 3/4% 9/13% 31 I 43% 29 I 40% 72 
Orchestra NIR NIR 2/13% 9/56% 5/31% 16 
Youth Choir NIR NIR 8/26% 13 I 42% 10 I 32% 31 
Congregation 2/1% 15/9% 30 I 17% 71 I 40% 58 I 33% 176 
102 I 
Respondents 2/1% 18/6% 49 I 17% 124 I 42% 35% 295 
6. I believed that the musical styles of the congregational singing (from 1991-2009) 
was representative of the musical preferences of the majority of the congregation. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
A-11-6 A B c D E RESP. 
Adult Choir 111% 2/3% 15 I 21% 45 I 62% 10 I 14% 73 
Orchestra NIR NIR 2/13% 12 I 75% 2/13% 16 
Youth Choir 1 I 3% 3 I 10% 6119% 12 I 39% 9/29% 31 
Co~~egation 8/4% 17/9% 36 I 19% 91 I 47% 40 I 21% 192 
Respondents 10/3% 22/7% 59 I 19% 160/51% 61/20% 312 
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7) Mter moving into the new worship center in 2009 and projecting song texts onto 
large screens, I believe that my music reading ability has been affected. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
A-11-7 A B c D E RESP. 
Adult Choir 617% 21 I 25% 22127% 19 I 23% 15 I 18% 83 
Orchestra 2114% NIR 4/29% 3/21% 5/36% 14 
Youth Choir 217% 3 I 10% 7123% 6/20% 12 I 40% 30 
Congregation 20 I 11% 35 I 19% 48126% 40 I 22% 39 I 21% 182 
Respondents 30/10% 59 I 19% 81/26% 68/22% 71/ 23°/o 309 
8) I believed that from 1991-2009, congregational singing has dramatically changed 
musical styles. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
A-11-8 A B c D E RESP. 
Adult Choir NIR 617% 14 I 17% 46 I 55% 18 I 21% 84 
Orchestra NIR NIR 1/7% 7/50% 6143% 14 
Youth Choir NIR 3 I 10% 14 I 47% 8/27% 5117% 30 
Congregation 2 I 1% 22 I 12% 40 I 21% 84 I 45% 40 I 21% 188 
Respondents 2/1% 31 I 10% 69/22% 145 I 46% 69/22% 316 
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ADULT CHOIR (1991-2009) 
1) The music ofthe Adult Choir (from 1991-2009) was widely varied in musical 
styles. 
A B c D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
B-11-1 A B c D E RESP. 
Adult Choir NIR 2/2% 4/5% 46/53% 35 I 40% 87 
Orchestra NIR NIR 1/7% 7/47% 7/47% 15 
Youth Choir NIR NIR 3 I 11% 16 I 57% 9/32% 28 
Congregation 1 I 1% 6/4% 15/9% 88 I 55% 51 I 32% 161 
102 I 
Respondents 1/0% 8/3% 23/8% 157/54% 35% 291 
2) Listening to the Adult Choir (from 1991-2009), I broadened my appreciation for 
different sacred music styles. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
B-11-2 A B c D E RESP. 
Adult Choir 5/5% 5/5% 4/4% 44 I 48% 33 I 36% 91 
Orchestra NIR NIR 5 I 33% 6/40% 4/27% 15 
Youth Choir NIR NIR 7/25% 8/29% 13 I 46% 28 
Congregation 4/3% 16 I 11% 23 I 16% 52 I 37% 45 I 32% 140 
Respondents 9/3% 21/8% 39 I 14% 110/40% 95/35°/o 274 
3) By listening to the Adult Choir (from 1991-2009), I broadened my acceptance of 
different musical styles. 
A B C D E 
Strongly Disagree 
Strongly Agree 
B-11-3 A 
Adult Choir 2/2% 
Orchestra NIR 
Youth Choir NIR 
Congregation 6/4% 
Respondents 8/3% 
Disagree 
B 
4/5% 
1/7% 
NIR 
18 I 11% 
23/8% 
Neutral Mostly Agree 
c D E 
12 I 14% 43 I 49% 26/30% 
4/27% 6/40% 4/27% 
3 I 11% 15 I 54% 10 I 36% 
29 I 17% 79 I 46% 39/23% 
48/16% 143/48% 79/26% 
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RESP. 
87 
15 
28 
171 
301 
4) From 1991-2009, I would categorize the music of the Adult Choir as: 
A B C D E 
Traditional Anthems Somewhat A Mixture of Somewhat Contemporary 
Traditional All Styles Contemporary 
B-11-4 A B c D E RESP. 
Adult Choir NIR 314% 67 I 83% 10 I 12% 1 I 1% 81 
Orchestra NIR 117% 12 I 79% 117% 117% 15 
Youth Choir NIR NIR 19 I 68% 9132% NIR 28 
Congregation 1 I 1% 1016% 118 I 68% 42124% 211% 173 
Respondents 1/0% 14/5% 216/73% 62/21% 411% 297 
5) The singing of the Adult Choir (from 1991-2009) motivated me to pursue greater 
musical knowledge and skills. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
B-11-5 A B c D E RESP. 
Adult Choir 111% 516% 25 I 29% 36 I 41% 20123% 87 
Orchestra NIR NIR 9160% 2113% 4127% 15 
Youth Choir NIR 3 I 10% 3 I 10% 11 I 38% 12141% 29 
Congregation 915% 47 I 27% 69 I 40% 32118% 17 I 10% 174 
Respondents 10/3% 55/18% 106/35% 81/27% 53 I 11% 305 
6) I believed that the Adult Choir (from 1991-2009) was comprised of people who 
were musically trained and who were able to easily read music. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
B-11-6 A B c D E RESP. 
Adult Choir NIR 22 I 25% 19 I 22% 39 I 45% 718% 87 
Orchestra NIR 3120% 4127% 7147% 1 I 7% 15 
Youth Choir NIR 3 I 11% 4115% 15 I 56% 5 I 19% 27 
Congregation 1 I 1% 17110% 34121% 75 I 46% 35122% 162 
Respondents 1/0% 45/15% 61/21% 136 I 47°/o 48 I 16% 291 
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7) I believed that one of the primary functions of the Adult Choir (from 1991-2009) 
was to musically train and educate people. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
B-11-7 A B c D E RESP. 
Adult Choir 1 I 1% 16 I 18% 14 I 16% 45 I 52% 11113% 87 
Orchestra NIR NIR 4127% 6140% 5 I 33% 15 
Youth Choir 1 I 4% 5 I 18% 6121% 11 I 39% 5 I 18% 28 
Congregation 815% 32 I 21% 40127% 47 I 31% 23 I 15% 150 
Respondents 10/4% 53/19% 64/23% 109/39% 44/16o/o 280 
8) From 1991-2009, I believed that the Adult Choir was a major component of the 
overall worship experience. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
B-11-8 A B c D E RESP. 
Adult Choir 1 I 1% NIR 1 I 1% 25129% 60/69% 87 
Orchestra NIR NIR NIR 2113% 13/87% 15 
Youth Choir NIR NIR 21 I 45% 8117% 18 I 38% 47 
Congregation 1/1% 312% 8/5% 64/39% 88/54% 164 
Respondents 2/1% 3/1% 30/10% 99/32% 179/57% 313 
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ORCHESTRA (1991-2009) 
1) The music of the Church Orchestra (from 1991-2009) was varied in musical 
styles. 
A B c D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
C-II-1 A B c D E RESP. 
Adult Choir NIR 213% 9 I 12% 45 I 58% 21 I 27% 77 
Orchestra N/R 1 I 5% 1 I 5% 7137% 10 I 53% 19 
Youth Choir NIR 1 I 4% 3 I 11% 13 I 48% 10 I 37% 27 
Congregation 111% 413% 16 I 10% 98 I 62% 40125% 159 
Respondents 1/0% 8/3% 29/10% 163/58% 81129% 282 
2) Listening to the Orchestra (from 1991-2009), I broadened my appreciation for 
different sacred musical styles. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
C-II-2 A B c D E RESP. 
Adult Choir 1 I 1% 6/8% 9 I 12% 45 I 58% 16121% 77 
Orchestra N/R NIR 3 I 16% 5126% 11 I 58% 19 
Youth Choir NIR NIR 4115% 13 I 48% 10 I 37% 27 
Congregation 412% 17 I 10% 34 I 21% 71 I 44% 36122% 162 
Respondents 5/2% 23/8% 50/18% 134147% 73/26% 285 
3) By listening to the Orchestra (from 1991-2009), I broadened my acceptance of 
differing musical styles. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
C-II-3 A B c D E RESP. 
Adult Choir 213% 6/8% 11/15% 39 I 53% 16 I 22% 74 
Orchestra N/R N/R 3/16% 8142% 8/42% 19 
Youth Choir N/R 1 I 4% 217% 16 I 59% 8130% 27 
Congregation 5/3% 18 I 11% 42/26% 66 I 41% 31/19% 162 
Respondents 7/2% 25/9% 58/21% 129/46% 63/22%. 282 
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4) From 1991-2009, I would categorize the music of the Orchestra as: 
Tradition: Orchestral! Som~what I A Mix~e of I Som~hat I Cont;mporary 
Selections Traditional All Styles Contemporary 
C-11-4 A B c D E RESP. 
Adult Choir 1 I 1% 213% 63 I 84% 8111% 1 I 1% 75 
Orchestra NIR 1 I 5% 15 I 79% 2110% 1 I 5% 19 
Youth Choir NIR 3 I 11% 19 I 70% 4115% 1 I 4% 27 
Congregation 312% 21 I 13% 117 I 73% 1419% 614% 161 
Respondents 411% 27 I 10% 214176% 28110% 913% 282 
5) From 1991-2009, listening to and watching the members of the Orchestra play 
their instruments motivated me to pursue greater musical knowledge and skills. 
A B C D · E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
C-11-5 A B c D E RESP. 
Adult Choir 111% 16 I 19% 36143% 22127% 8110% 83 
Orchestra NIR NIR 2111% 6133% 10 I 56% 18 
Youth Choir NIR NIR 218% 10 I 40% 13 I 52% 25 
Congregation 1016% 42125% 76 I 46% 22 I 13% 16 I 10% 166 
Respondents 1114% 58120% 116 I 40% 60121% 47 I 16% 292 
6) I believed that the Orchestra (from 1991-2009) was comprised of people who 
were musically trained and were able to easily read music. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
C-11-6 A B c D E RESP. 
Adult Choir NIR 213% 213% 37 I 55% 26139% 67 
Orchestra NIR NIR NIR 11 I 58% 8142% 19 
Youth Choir NIR 1 I 4% NIR 5 I 19% 21 I 78% 27 
Co!!~egation 1 I 1% 614% 815% 65 I 40% 81 I 50% 161 
Respondents 110% 9 I 3°/o 1014% 118 I 43% 136 I 50o/o 274 
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7) I believed that one of the primary functions of the Orchestra (from 1991-2009) 
was to musically train and educate people. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
C-11-7 A B c D E RESP. 
Adult Choir 111% 18 I 23% 21 I 27% 28 I 35% 11 I 14% 79 
Orchestra NIR 1 I 5% 6131% 8142% 4121% 19 
Youth Choir 217% 3 I 11% 6122% 6122% 10 I 37% 27 
Congregation 614% 34122% 50 I 32% 43128% 22 I 14% 155 
Respondents 913% 56120% 83130% 85130% 47 I 17% 280 
8) From 1991-2009, I believed the Orchestra was a major component of the overall 
worship experience. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
C-11-8 A B c D E RESP. 
Adult Choir 1 I 1% 111% 213% 24 I 31% 50 I 64% 78 
Orchestra NIR NIR NIR 4121% 15 I 79% 19 
Youth Choir NIR 114% 1 I 4% 9133% 16 I 59% 27 
Congregation NIR 513% 21 I 14% 44130% 76 I 52% 146 
Respondents 110% 7/3% 2419% 81/30% 157/58% 270 
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YOUTH CHOIR (1991-2009) 
1) The music of the Youth Choir (from 1991-2009) was widely varied in musical 
styles. 
A B c D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
D-11-1 A B c D E RESP. 
Adult Choir NIR 516% 19 I 25% 40 I 52% 13 I 17% 77 
Orchestra NIR 116% 3 I 17% 7 I 41% 6135% 17 
Youth Choir NIR 3 I 10% 113% 12 I 39% 15 I 49% 31 
Congregation 111% 15110% 39125% 67 I 43% 33 I 21% 155 
Respondents 110% 24/8% 62/22% 126/45% 67124% 280 
2) Listening to the Youth Choir (from 1991-2009), I broadened my appreciation for 
different sacred musical styles. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
D-11-2 A B c D E RESP. 
Adult Choir 1 I 1% 10/13% 26/34% 26/34% 14118% 77 
Orchestra NIR NIR 9153% 2 I 12% 6/35% 17 
Youth Choir NIR 216% 4113% 8/26% 17 I 55% 31 
Congregation 4/3% 22 I 15% 52/34% 50/33% 23 I 15% 151 
Respondents 5/2% 34/12% 91/33% 86/31% 60/22% 276 
3) By watching and listening to the Youth Choir (from 1991-2009), I broadened my 
acceptance of differing musical styles. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
D-11-3 A B c D E RESP. 
Adult Choir 1/1% 12/16% 24/32% 29/38% 10/13% 76 
Orchestra NIR NIR 7147% 6/40% 2/13% 15 
Youth Choir NIR 1/3% 4/13% 13/42% 13/42% 31 
Congregation 211% 24 I 16% 52 I 34% 50 I 33% 23 I 15% 151 
Respondents 311% 37/14% 87/32% 98/36o/o 48/18% 273 
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4) From 1991-2009, I would categorize the music of the Youth Choir as: 
A B c D I E 
Traditional Anthems Somewhat A Mixture of Somewhat Contemporary 
Traditional All Styles Contemporary 
D-11-4 A B c D E RESP. 
Adult Choir NIR 213% 40154% 27 I 36% 517% 74 
Orchestra N/R 117% 7147% 5133% 2113% 15 
Youth Choir NIR 1 I 5% 4119% 9143% 7133% 21 
Congregation 211% 413% 65 I 48% 50 I 37% 15 I 11% 136 
Respondents 211% 813% 116147% 91137% 29 I 12% 246 
5) Listening to the Youth Choir (from 1991-2009), I was motivated to pursue 
greater musical knowledge and skills. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
D-11-5 A B c D E RESP. 
Adult Choir 314% 18 I 24% 40 I 53% 10 I 13% 517% 76 
Orchestra N/R 2113% 9160% 4127% NIR 15 
Youth Choir N/R N/R 4113% 12 I 39% 15 I 48% 31 
Congregation 7 I 5% 46132% 60 I 42% 18 I 13% 1218% 143 
Respondents 1014% 66125% 113 I 43% 44117% 32112% 265 
6) I believed that the Youth Choir (from 1991-2009) was comprised of people who 
were musically trained and able to easily read music. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
D-11-6 A B c D E RESP. 
Adult Choir 517% 32 I 43% 16121% 20127% 213% 75 
Orchestra NIR 3120% 5 I 33% 6140% 117% 15 
Youth Choir 1 I 3% 6119% 10 I 32% 7123% 7123% 31 
Congregation 2 I 1% 38 I 25% 53135% 42128% 15110% 150 
Respondents 813% 79129% 84/31% 75/28% 25/9% 271 
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7) I believed that one of the primary functions of the Youth Choir (from 1991-2009) 
was to musically train and educate people. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
D-11-7 A B c D E RESP. 
Adult Choir 111% 11 I 14% 17 I 22% 37 I 47% 12115% 78 
Orchestra NIR NIR 5 I 33% 4127% 6140% 15 
Youth Choir 216% 4112% 4112% 12 I 36% 11 I 33% 33 
Congregation 312% 29120% 38127% 52 I 37% 20 I 14% 142 
Respondents 612% 44116% 64124% 105139% 49 I 18% 268 
8) I believed that the Youth Choir (from 1991-2009) was a major component of an 
overall worship experience. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
D-11-8 A B c D E RESP. 
Adult Choir 314% 8110% 14 I 18% 33 I 43% 19 I 25% 77 
Orchestra NIR 3120% 6140% 3120% 3120% 15 
Youth Choir NIR 4112% 5 I 15% 12 I 36% 12 I 36% 33 
Congregation 514% 18 I 14% 33126% 44 I 34% 28 I 22% 128 
Respondents 813% 33113% 58123% 92136% 62125% 253 
9) Did you personally participate in the Youth Choir during this period of time 
(1991-2009)? 
D-II-9 Yes No RESP. 
Adult Choir 416% 64 I 94% 68 
Orchestra 3121% 11 I 79% 14 
33 I 
Youth Choir 100% NIR 33 
103 I 
Congregation 716% 94% 110 
47 I 178 I 
Respondents 21% 79% 225 
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10) From 1991-2009, I believed that the Summer Choir Tours I Trips were strong 
motivational factors for youth to participate in Youth Choir. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
D-II-11 A B c D E RESP. 
Adult Choir N/R 1 I 1% 22 I 30% 32 I 44% 18 I 25% 73 
Orchestra N/R N/R 2/13% 4/27% 9/60% 15 
Youth Choir N/R 1 I 4% 7/23% 7/23% 15/50% 30 
Congregation N/R 6/4% 53 I 36% 42 I 29% 46 I 31% 147 
Respondents N/R 8/3% 84/32% 85/32% 88/33% 265 
11) I believed that one of the primary functions of the Youth Choir (from 1991-
2009) was to musically train and educate people. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
D-II-12 A B c D E RESP. 
Adult Choir NIR 618% 13 I 18% 45 I 61% 10 I 14% 74 
Orchestra N/R N/R 4127% 4127% 7149% 15 
Youth Choir 2/6% 3/9% 4113% 11 I 34% 12 I 38% 32 
Congregation 1 I 1% 16 I 11% 44131% 58 I 41% 23 I 16% 142 
Respondents 3/1%. 25/10% 65/25% 118/45% 52120% 263 
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PRESCHOOL & CHILDREN'S CHOIRS (1991-2009) 
1) I believed that the primary musical function of the Preschool & Children's 
Choirs (from 1991-2009) was to musically train I educate children. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
E-11-1 A B c D E RESP. 
Adult Choir 1 I 1% 314% 11 I 15% 44 I 59% 15 I 20% 74 
Orchestra NIR NIR NIR 6138% 10162% 16 
Youth Choir NIR 5 I 17% 3 I 10% 10 I 34% 11 I 38% 29 
Congregation 1 I 1% 12 I 8% 31 I 20% 69 I 46% 38 I 25% 151 
Respondents 211% 2017% 45117% 129 I 48% 74127% 270 
2) From 1991-2009, I believed that it was important for Preschool & Children's 
Choirs to sing regularly in church services. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
E-11-2 A B c D E 
Adult Choir NIR 1 I 1% 517% 38 I 50% 32 I 42% 
Orchestra NIR 1 I 6% 1 I 6% 5131% 9156% 
Youth Choir NIR 217% 7124% 11 I 38% 9131% 
Congregation 1 I 1% 1017% 19 I 13% 66 I 43% 56 I 37% 
Respondents 110% 1415% 32 I 12% 120144% 106139% 
3) From 1991-2009, I believed that singing songs was more important for 
Children's Choirs than learning musical skills. 
A B C D E 
RESP. 
76 
16 
29 
152 
273 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
E-11-3 A B c D E RESP. 
Adult Choir NIR 10 I 13% 12 I 16% 29 I 39% 24 I 32% 75 
Orchestra NIR 3 I 19% 4125% 6138% 3 I 19% 16 
Youth Choir NIR 4114% 10 I 36% 7125% 7125% 28 
Congregation 211% 14 I 10% 33 I 23% 70 I 49% 25 I 17% 144 
Respondents 211% 31 I 12% 59/22% 112/43% 59/22o/o 263 
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4) From 1991-2009, I believed that participation in Preschool & Children's Choirs 
was a weekly priority on Wednesday nights for families with children. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
E-11-4 A B c D E RESP. 
Adult Choir NIR 213% 14121% 32 I 48% 19 I 28% 67 
Orchestra NIR 1 I 6% 5 I 31% 6138% 4125% 16 
Youth Choir 114% 218% 7126% 9133% 8130% 27 
Congregation NIR 614% 47 I 32% 57 I 39% 38126% 148 
Respondents 110% 1114% 73 I 28% 104/40% 69/27% 258 
5) From 1991-2009, I believed that musical education through the Preschool & 
Children's Choirs was effectively mixed with the teaching of Christian doctrines. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
E-11-5 A B c D E RESP. 
Adult Choir NIR 1 I 1% 9113% 22132% 36 I 53% 68 
Orchestra NIR NIR 116% 8 I 50% 7144% 16 
Youth Choir NIR NIR 217% 8129% 18 I 64% 28 
Congregation NIR 312% 29 I 19% 60 I 40% 57 I 38% 149 
Respondents N/R 4/2% 41 I 16% 98/38% 118/45% 261 
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MUSIC EDUCATION- PHILOSOPHY & PRACTICES 
(1991-2009) 
1) From 1991-2009, I believed that the Music Ministry leadership of this church 
was significantly guided by educational goals for the church's Music Ministry, as 
demonstrated in its scheduling and programming. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
F-11-1 A B c D E RESP. 
Adult Choir N/R 7 I 82% I4 I I7% 4I I 49% 2I I 25% 83 
Orchestra NIR I I 5% 5126% 3 I 16% 10 I 53% 19 
Youth Choir N/R N/R 8128% 9 I 3I% 12 I 4I% 29 
Congregation NIR 13 I 8% 34122% 59 I 38% 51 I 32% I 57 
Respondents NIR 2117% 61121% 112/39% 94 I 33o/o 288 
2) From 1991-2009, I believed that the evangelistic mission ofthe church was the 
primary influence on the programming of the church's Music Ministry. 
A B C D E 
Strongly Disagree Disagree Neutral Mostly Agree Strongly Agree 
F-11-2 A B c D E RESP. 
Adult Choir N/R 212% 718% 37 I 45% 37 I 45% 83 
Orchestra N/R NIR I I 5% 6132% 12 I 63% 19 
Youth Choir N/R 3 I 10% 41 I4% IO I 34% I2 I 4I% 29 
Congregation NIR 815% 24 I I5% 66 I 42% 58 I 37% I 56 
Respondents NIR 1315% 36113% 119 I 41% 119 I 41% 287 
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APPENDIX C 
OPEN-ENDED INTERVIEW QUESTIONS 
The following questions were utilized as a starting point for the interviews. 
As the interviews unfolded, the researcher prompted the interviewee to explore new 
thematic material as relative to the topic. 
1) What were I are your musical perceptions of the two eras of the Music Ministry 
being researched: a) 1979 -1990? b) 1991- 2009? 
2) What do you believe were the musical and educational objectives of the Music 
Ministry during: a) 1979 -1990? b) 1991- 2009? 
3) Can you think of any specific events or programs that were implemented by the 
Music Ministry during each era which you perceive to have been educationally 
beneficial to its participants? 
4) What were I are your perceptions concerning the congregational singing from a 
music education perspective? 
a) 1979 -1990? b) 1991- 2009? 
5) What were I are your perceptions concerning the Sanctuary (Adult) Choir from 
a music education perspective? 
a) 1979 -1990? b) 1991- 2009? 
6) What were I are your perceptions concerning the Orchestra from a music 
education perspective? 
a) 1979 -1990? b) 1991- 2009? 
7) What were I are your perceptions concerning the Youth Choirs from a music 
education perspective? 
a) 1979 -1990? b) 1991- 2009? 
8) What were I are your perceptions concerning the Children's Choirs from a music 
education perspective? 
a) 1979 -1990? b) 1991- 2009? 
9) What were I are your perceptions concerning the Music Ministry as a whole 
from an educational perspective? 
10) To what extent do you believe that the Music Ministry should be guided by an 
educational philosophy? Please explain. 
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APPENDIX D 
CHOm DIRECTORS I MINISTERS OF MUSIC 
1908- 1915 No records found 
1916 Mr. A. G. Holland 
1917-1919 No records found 
1920 Mrs. I Dr. Wells 
1921 No records found 
1922 Mr. N. P. Lunsford 
1923- 1928 No records found 
1929-1932 Mrs. Fred Bennett 
1933-1934 Mrs. George Fellows 
1935 Mrs. J. E. Bell 
1936 No records found 
1937- 1939 Mrs. George Fellows 
1940 Mr. W. J. Rudlund 
1941 Mrs. Georg_e Fellows 
1942- 1943 Mr. W. J. Rudlund 
1944- 1945 Mrs. John M. Evans 
1946- 1947 Mrs. Tommy Lee Fowler 
1947-1951 Mr. Archie McMillan * 
1951-1952 Mr. Ray Holloway 
1953 No records found 
1954- 1955 Rev. Richard Robinson 
1956- 1957 Rev. Robert L. Snead 
1958- 1960 Rev. William Highbaugh 
1960 Mr. James W. Cathey (Interim) 
1961- 1965 Rev. James P. Rodgers 
1965- 1966 Rev. Joe Burt 
1967- 1969 Rev. Jerome Malek 
1969- 1974 Rev. Errol Simmons 
1975- 1978 Rev. Ron Feener 
1979-1990 Rev. John Boozer 
1991-2011 Rev. Manuel Garcia 
This table was cited in "And Twelve Carne Forward", a centennial history of First Baptist 
Church of Panama City, Florida, written by Donald W. Shepherd, 2008. Published by 
First Baptist Church of Panama City, FL. 
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APPENDIXE 
1979 MUSIC MINISTRY ORGANIZATION 
General Leadership: 
Minister of Music: 
Music Assistant I Organist: 
Music Assistant I Pianist 
Music Assistant I Orchestra: 
Music Assistant I Handbells: 
John E. Boozer 
Betty Ray 
Sandra Wynn 
Lou Lyda 
Kenny Kirkland 
Children's Choir Ministry Leadership: 
Preschool Director: Carol Carswell 
Leader: Betty Heaton 
Leader: Skipper Powell 
Pianist: Not Specified 
Music Makers (Grades 1 & 2) Director: Mrs. Gerald Plummer 
Leader: Barbara Keeler 
Music Makers (Grades 3 &4) 
Music Makers (Grades 5 & 6) 
Youth Choir Ministry Leadership: 
Junior High Choir 
Senior High Choir 
Pianist: Mrs. Thomas Keisler 
Director: Vema Burke 
Leader: Mrs. Eugene McCarthy 
Pianist: Nita Whitehurst, Jr. 
Director: John Boozer 
Leader: June Thomas 
Pianist: Not Specified 
Director: John Boozer 
Pianist: Alicia Wynn 
Sponsors: Sally Fay 
Joan Adams 
Director: John Boozer 
Pianist: Sandra Wynn 
Sponsor: Jean Roberts 
Source: Church Record, FBCPC, January- December, 1979 
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1984 MUSIC MINISTRY 
General Leadership: 
Minister of Music: John E. Boozer 
Music Assistant I Organist: Betty Ray 
Music Assistant I Pianist Sandra Wynn 
Music Assistant I Orchestra: James Smith 
Music Assistant I Handbells: Kenny Kirkland 
Graded Choirs: 
Coordinator: June Pendergrast, 
Associate Coordinator: Julie Gilbert 
Preschool Choirs: 
Directors: Anita Elmore, Sally Fay & Karen Grant 
Children's Choirs: 
First and Second Grade: 
Director: Annette Catts 
Workers: Bill Yantis, Cathy Adams & Don Adams 
Third Grade: 
Director: June Pendergrast 
Workers: Sherry Senft & Glenda Broxson 
Fourth Grade: 
Director: Pat Boozer 
Workers: Cheryl Kendrick & Doris Elmore 
Fifth Grade: 
Director: Sandy Rosengren 
Workers: Mary Ann Robertson & Bill Qualls 
Sixth Grade: 
Director: Sandra Wynn 
Workers: Carol Carswell & Betty Heaton 
Youth Music Ministry: 
His Kids Choir (Junior High): 
Director: John Boozer, Accompanist: Patrice Callahan 
Sponsor: Vick Davis 
His Kids Handbells Director: Sandra Wynn 
His Kids Orchestra Director: Bill Qualls 
Living Witnesses (High School): 
Director: John Boozer, Accompanist: Sandra Wynn 
Sponsor: Sally Fay 
Living Witnesses Handbell Director: John Boozer 
Living Witnesses Orchestra Director: James Smith 
Living Witnesses Vocal Ensemble Director: Linda Leake 
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APPENDIXF 
BIOGRAPIDCAL INFORMATION OF INTERVIEWEES 
Boozer, Dr. John Age: 62 
Former Minister of Music (1979- 1990) 
Bachelor of Church Music, Samford University (Birmingham, AL) 
Master of Church Music, Southern Baptist Seminary, (Louisville, KY) 
Doctor of Musical Arts, Louisiana State University, (Baton Rouge, LA) 
Presently Professor of Church Music, Southeastern Baptist 
Theological Seminary (Wake Forest, NC) 
Former public school choral director various schools 
Clinician and adjudicator 
Boozer, Patricia Age: 63 
Wife of Rev. John Boozer 
Former church pianist, FBCPC (12+ Years) 
Bachelor of Music (Piano Performance), 
Samford University (Birmingham), 
Master of Church Music (Theory & Composition, and Piano 
Performance), Southern Seminary (Louisville) 
Orff Specialist (Level IV), 
Former Choral Director, Bay High School and 
Everitt Middle School (Panama City, Florida) 
Former General Music Teacher, Lucille Moore Elementary 
(Panama City, Florida) 
Private Piano Instructor, 
Former Children's Choir Coordinator & Director 
Published Composer I Arranger 
Clark, Roger Age: 58 
Organist, FBCPC for 3 0 years 
Bachelor of Music Education, Florida State University 
Accounting Firm Owner 
Vocal Soloist 
Conner, Dr. Craig Age: 55 
Senior Pastor of First Baptist Church, Panama City since 1998 
Bachelor of Theology, Florida Baptist Theological College 
(Graceville, FL) 
Master of Divinity, New Orleans Baptist Theological Seminary 
Doctor of Ministry, Master's Divinity School 
Author of two books 
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Daniel, Micah Age: 19 
Joined FBCPC 13 years ago 
Participant in Children's Choirs and Youth Choir 
Presently plays acoustic guitar in Orchestra 
Attended Gulf Coast Community College (Panama City), 
University of Central Florida (Orlando) and the 
Baptist College of Florida (Graceville) pursuing music degree 
Presently an employee of Trane Manufacturing 
Danzey, Andrew Age: 27 
Lifelong member of First Baptist Church, Panama City 
Participant in Children's Choirs, Youth Choir, Youth Handbells, 
Youth Vocal Ensemble and Adult Choir 
Participant in middle school band (trumpet) 
Danzey, Byron (Ron) Age: 52 
Lifelong member of First Baptist Church, Panama City 
Hi-vocational Minister of Music, 
Supply Music Director at FBCPC 
Sang in Adult Choir and Adult Vocal Ensembles 
Handbell player - Adult Handbell Choir 
Piano lessons as a child 
Played percussion in a band as a teenager 
Danzey, Carolyne P. Age: 26 
Church member since 1991 
Participant in Children's Choirs, Youth Choir, Youth Handbells, 
Youth Vocal Ensemble, and Adult Choir 
Participated in Florida Baptist All-State Choir & Orchestra 
Participated in Mosley High School All-State Choir and 
Solo I Ensemble Festival (Florida Vocal Association) 
Preschool Choir Teacher 
Studied piano and voice privately 
Earnest, Debbi Age: 44 
Church member since 1993 
Joined Adult Choir in 1994 
Mother of 2 children who are both active in 
Children's Choirs and Youth Choir 
Former Children's Choir director and teacher 
Studied theatre and voice at Chipola Junior College (Chipola, FL) 
and Troy State University (Troy, AL). 
Studied piano for 9 years and saxophone for 3 years 
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Enfinger, Sally Age: 55 
Pianist, FBCPC for 25 years 
Bachelor in Piano Performance, Auburn University (Auburn, AL) 
Public School Music Educator (16 years) 
Music Assistant, FBCPC for 5 years 
Children's Choir Coordinator, FBCPC, 5 years 
Gay, Sarah Ann Age: 62 
Lifelong member of First Baptist Church 
Participant in Youth Choir, Adult Handbells and Adult Choir 
Played church organ (1963- 1965) 
Presently a congregational member 
Gray, Melissa Age: 40 
Member of church since 1996 
Bachelor ofMusic Education (Vocal), University of Mississippi (Oxford) 
Masters ofEducational Leadership, Florida State University 
Director of Choral Activities, Bayhaven Charter Academy, (Panama City) 
Former Choral Director at Bozeman School (K-12), Arnold High School 
and General Music Teacher, Patterson Elementary (Panama City) 
Plays French Horn in church Orchestra 
Vocal Soloist 
Gray, Neil IV Age: 43 
Employed at FBCPC in 1999 as the part-time Instrumental Director 
Plays electric bass in orchestra 
Public school middle and high school band director since 1990 
Bachelor of Music Education, University ofNorth Alabama 
(Florence, AL) 
Harland, Rev. Michael Age: 51 
Director of Lifeway Worship, Southern Baptist Convention 
Master in Church Music, New Orleans Baptist Theological Seminary 
(1987), 
Bachelor in Vocal Performance, Delta State University (MS, 1984) 
Kirkland, Frances Age: 80 
Employed at FBCPC in 1968 as the Assistant Financial Secretary 
and part-time Music Secretary 
Was Music Secretary for all Music Ministers from 1968 - 1990 
Her 2 children were active participants in Children's Choirs, 
Youth Choirs, Handbell Choir and Piano Ensemble 
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Leake, Linda Age: 54 
Matson, Ken 
Life-long member of FBCPC 
Formerly middle school choral director 
(Mowat Middle School, Panama City, FL) 
Presently an active member of Adult Choir 
Sings with "Jubilation" Ladies Ensemble 
Bachelor in Music Education (Choral), Florida State University 
Advanced studies in school administration 
Age: 71 
Church member since 1963 
Formerly a choir member when orchestra first began. 
Played bass trombone in orchestra for past 20 years 
Non-degreed musician with private and collegiate instrumental study 
University of Kansas 
McQueen, Karen Age: 45 
Church member since 1979 
Was a Youth Choir participant under John Boozer 
Presently an active member of the congregation 
Her 2 children have participated in Children's Choir and Youth Choir 
Mills, Rebecca Age: 67 
Life-long member ofFBCPC 
Formerly high school choral director 
(Bay High School, Panama City, FL) 
Formerly Youth Choir director and Adult Ensemble Director 
Formerly bassoonist in church orchestra 
Presently an active member of the congregation 
Bachelors in Music Education (Instrumental), Florida State University 
Masters in Music Education (Choral), University of Southern Mississippi 
Shepherd, Donald Age: 69 
Church member since 1963 
Church historian 
Both sons were active participants in Children's Choirs and Youth Choir 
Personnel Committee Chairman in calling of Rev. Boozer 
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Slinkard, Michael Age: 61 
Member of FBCPC since 1997 
Plays trombone in church and civic orchestras 
Bachelor in Music Education (Instrumental), Wake Forest University 
(Wake Forest, NC) 
Wife is active Adult Choir member, son was active in Youth Choir 
Retired Colonel in United States Air Force 
Smith, James Age: 67 
Initial Instrumental Director at First Baptist Church 
Bachelor in Music Education, Troy University (Troy, AL) 
Master in Science in Music Education, Jacksonville University 
(Jacksonville, AL) 
Educational Specialist Degree (Troy University) 
Assistant Professor in Music Education, Troy University, 23 years 
Coordinator of Undergraduate Music Education, Troy University 
Teacher of Applied Trombone 
Joined FBCPC in 1977 
Directed FBCPC Orchestra at church in 1980 
Band director at Mosley High School (Panama City, FL) 
Band director at Gulf Coast Community College, (Panama City, FL) 
Tidmore, Margaret Age: 77 
Church member since 1971 
After husbands untimely death, she raised 3 daughters alone 
All daughters were actively involved in church music program 
Margaret is an active member of the congregation 
No specialized musical training 
Tidwell, Jeremy Age: 33 
Former Youth Choir member 
Bachelor in Communication (Florida State University, Tallahassee, FL) 
Master of Divinity (Southwestern Baptist Theological Seminary, 
Ft. Worth, TX) 
Career missionary to Thailand 
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APPENDIXG 
SAMPLE ORDERS OF WORSIDP 
1) November 18,1979 
2) May 5, 1996 
3) March 1, 2009 
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MORNING WORSHIP 
11:00 A.M. Worship Hour WMBB-TV Channel13 
WORSHIP THROUGH MEDITATION 
PRELUDE . . . ....... : ........... . .. . . ................ Organ 
WORSHIP THROUGH PRAISE 
CALL TO PRAISE ............................ Sanctuary Choir 
WORSHIP HYMN NO. 14, "Praise to God, Immortal Praise" 
PRAYER OF DEDICATION. . . . . . . . . . . . . . . . Deacon Charlie Davie 
GREETING OUR GUESTS ... . ... . ...... . . .. .. Dr. N. B. Langford 
FELLOWSHIP HYMN NO. 273, "Sunshine in My Soul" 
CHORAL PRAISE "To Know God's Love" ..... . . . . Sanctuary Choir 
OFFERTORY HYMN NO. 318, "Count Your Blessings" 
GOD'S TITHES AND OUR OFFERINGS 
OFFERTORY 
WORSHIP THROUGH PROCLAoMATIJ;ll\T 
MUSICAL PRAISE ....... -... . -.. _ . . Mr. Roger Clark 
MESSAGE FROM GOD'S WORD . .. .. , .... .. ·' · .Dr. N. B. Langford 
HYMN OF INVITATION NO. 235, "011ly Trust Him" . 
RECEPTION OF NEW MEMBERS 
BENEDICTIONAND CHORAL RESPONSE 
POSTLUDE .................. ..... . . .... .... . ..... . . .. Organ 
EVENING WORSHIP 
PRELUDE ... . . .. . .. ... . .': .... . . .. . .. . . .... , . ... . . . . . .. Organ 
BAPTISM 
HYMN NO. 344, '1Saviour, Lik~ a Shepherd Lead Us" 
PRAYER _ 
CONGREGATIONAL FAVORITES 
OPPORTUNITIES FOR SERVICE 
WELCOME TO VISITORS .. .... ... ........ . ..... Dr. N. B. Langford 
CHURCH IN SONG NO. 374, "Happy tl1e Home When G'od Is There" 
GODLS TITHES AND OUR OFFERINGS 
PIANO OFFERTORY . . : .... "Calavry" .. . . .... .. Miss Nan Langford 
CHORAL PRAISE ......... _ . .. ... . ..... . .- .. . . ... . . . ·.Youth Choir 
MESSAGE FROM GOD'S WORD ................. Dr. N. B. Langford -
HYMN OF INVITATION NO. 243, "I Am Comi11g to the Cross" 
BENEDICTION 
POSTLUDE ....... . ... . ... ..... ..... . . .. . .............. Organ 
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MORNING WORSHIP SERVICE 
MAY 5,1996 
PRELUDE String Ensmeble 
WELCOME TO OUR GUESTS Rev. Bruce Raley 
FELLOWSHIP CHORUS "I Love You With The Love OfThe Lord" 
INVOCATION Stan Worsham 
CALL TO WORSHIP Senior Adult Choir 
"It's Amazing What Praising Can Do" 
PRAISE MEDLEY 
ANTHEM 
"Lord, I Lift You Name On High" 
"Praise The Name Of Jesus " 
"His Name Is Life" 
"There's Something About That Name " 
"His Name Is Wondeiful " 
"Destiny" Youth Ensemble 
"This Is The Hour" 
''I'm Not Ashamed" 
OFFERTORY HYMN "Higher Ground (No. 324) 
OFFERTORY PRAYER Rev. Carl Fondren 
ANTHEM Sanctuary Choir & Orchestra 
"The Anchor Holds " 
Ron Danzey - Soloist 
MESSAGE 
. Dr.N.B. Langford 
"FAMILY MATTERS" 
INVITATION HYMN "RoomAtTheCross"(No.l94) 
BENEDICTORY PRAYER Dr. N.B. Langford 
BENEDICTORY CHORUS Congregation 
"How Great Thou Art" 
POSTLUDE Roger Clark, Organist 
The flowers in the sanctuary today are in honor and appreciation 
of Mrs. O.R. Stockman for her many years 
~ of love and devotion to First Baptist Church. ~ 
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PRELUDE Roger Clark, Sr. 
CALL TO CELEBRATION Sanctuary Choir & Orchestra 
" The Glory of God" 
WELCOME & INVOCATION Dr. Craig Conner 
A SONG OF PRAISE Melissa Gray 
"In Majesty He Will Come" with "Majesty" 
CONGREGATIONAL PRAISE 
"How Great Thou Art" 
"He's Magnlflcent" 
"How Great Is Our God" 
OFFERTORY PRAYER 
ANTHEM Sanctuary Choir & Orchestra 
"Hallelujahs to the Lamb" 
MESSAGE Dr. Craig Conner 
" This Is God's House" 
1 Kings 9:1-3 
INVITATION 
"I Will Never Be the Same Again" 
BENEDICTORY PRAISE 
"How Great Is Our God" 
71ie flower.< in tfie Worship Center 
a.re in memo-ry of 
·fW'D1JI'l:.. :ll.:•U £'£lj, 
,w,{were Biven 6y 11.is wi.fe. j udy 
andfamily. 
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APPENDIXH 
SAMPLE LESSON PLAN 
Preschool Choir Lesson Plan 
August 25, 2009 
Scripture Verse: Psalm 139:14- "I am fearfully and wonderfully made. " 
Spiritual Focus: God made me. 
Musical Focus: I have 4 kinds of voices. 
Materials: Fall CD, Bible Action CD, Cowboy Communications Pictures, 
Pictures that accompany "God Made Me" as cues for the lyrics. 
"How Should I Say It?", Matching page, Crayons. 
"Three Little Muffins and Four Pennies" with corresponding CD 
Activity #1: 
Seat children in a circle and sing their names to them on "sol-mi". 
Coach them to answer "I'm here" on "sol-mi" back to you. 
If they do not want to sing along, then you and the class sing with them. 
If a child is not on pitch, then ask everyone to "ride the elevator up" until 
the pitch matches. Do not dwell on this. They will match pitch eventually. 
Activity #2: 
Review "God Made Me" - #3 on the accompaniment CD. 
Review "He's God the Whole World In His Hands"- #13 on Bible Action CD 
Extra attention will need to be spent on "God Made Me" since the children 
really only sang the repetitive phrase, "God made me" last week. 
Use the pictures from last week to help cue lyrics and prompt memorization. 
Say the Bible verse and encourage them to repeat after you. 
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Activity #3: 
Introduce "Inside, Outside"- #13 on the accompaniment CD. 
Show the whispering voice picture. 
Use the corresponding pictures as you echo speak the song text, using a 
whispering voice. 
Inside, outside, upside down (Children echo) 
Over, under, all the way around (Children echo) 
I know God loves you. 
Yes, He does, oh, yes (Children echo) 
Repeat the same pattern above but using the other voices shown in the pictures. 
(Shouting, singing, and talking) 
Choreography: 
Speak or sing song. Demonstrate movements as the children copy: 
Inside -Point hands inward with backs of fmgers touching 
Outside - Hands out to the sides with palms up 
Upside down- Reach down as if touching toes 
Over, under- Roll hands around each other 
All the way around- Turn body around once 
I know- Nod head twice 
God love you. Yes, He does - Cross arms over chest 
Oh, yes - Clap twice 
Play a circle game. 
Form a circle with children holding hands 
Choose one child to weave in and out of the "windows" 
On the phrase, "I know God loves you (me)" the child chooses a partner 
and the two move to the middle of the circle and do the motions together 
while facing one another. 
On the fmal "oh, yes" partners "high ten" two times while everyone else 
claps twice. (Demonstrate all this with a partner.) 
The first child rejoins the circle and the new child weaves in and out as the 
song and game continues. Repeat until everyone has had a tum to weave 
or as time allows. 
If you have a really large group, divide into two groups in two rooms, so it 
won't be frustrating to the children. 
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Activity #4: 
"1bree Little Muffins" (Using whisper, talking and calling voices) 
Play CD. 
Spoken: 1bree little muffins in the bakery shop 
Whispered: You know, the kind with the honey and the nuts on top? 
Spoken: Along came a child with a penny to pay and bought one muffin 
and ran away. And there were two little muffins in the bakery shop. 
Whispered: You know, the kind with the honey and the nuts on top? 
Spoken: Along came a child with a penny to pay and bought one muffin 
and ran away. And there was one little muffms in the bakery shop. 
Whispered: You know, the kind with the honey and the nuts on top? 
Spoken: Along came a child with a penny to pay and bought one muffm 
and ran away. And there were no little muffms in the bakery shop. 
Whispered: You know, the kind with the honey and the nuts on top? 
Spoken: Along came a child with a penny to pay and said, 
Loud Calling Voice: What? No muffms???? 
Using the three muffins posters and pennies, you can allow the children to act this 
out. Choose three children to be muffms and four children to be muffm customers. The 
fourth child with a penny to buy a muffin calls loudly, "What? No muffms???" 
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APPENDIX I 
2009 TYPICAL SUNDAY WORSHIP 
ATTENDANCE DEMOGRAPIDCS 
Birth- K5 237 
Grades 1-5 164 
Grades 6-8 * 85 
Grades 9-12 * 112 
Ages 18-25 265 
Ages 25-45 582 
Ages 45-64 564 
Ages 65 + 353 
Total 2362 
Numbers for the Middle and High School grades (denoted by the asterisk) contain adult 
Sunday School leadership. 
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APPENDIXJ 
DISCOGRAPHY OF 
FBCPC MUSIC MINISTRY 
Hallelujahs to the Lamb! (1996) 
Recorded by Various Groups in the Music Ministry 
"When I Turn My Heart towards Heaven", "Just a Little Talk with Jesus", 
"Let's Just Praise the Lord", "Leave It There ", "Honor & Praise", 
"When Jesus Lifts the Load", "Hallelujahs to the Lamb", "He Must Be Love", 
"Playing Games at the Foot of the Cross", "When They Call My Name", 
"People Need the Lord", "Midnight Cry", "Triumphantly, the Church will Rise", 
"In the Presence of Jehovah " 
Colors of Christmas (2001) 
Recorded by the Adult Choir 
"Gloria!", "Joy to the World! Hallelujah", "Celebrate the Season Medley" including 
"Winter Wonderland", "Let It Snow ", "I'll Be Home for Christmas " and "It's the Most 
Wonderful Time ofthe Year", "Agnus Dei " with "0 Come, Let Us Adore Him ", 
"Little Drummer Boy", "This Little Child", "Light a Candle" with "Silent Night ", 
"A Christmas to Remember", "Sweet Little .Jesus Boy", and "The Way He Came " 
Jesus, Messiah (2001) 
Recorded by the Adult Choir 
"Carol Medley", "He Came All This Way", "0 Holy Night", "Joy", 
"Glorious Impossible", "I Believe", "Jesus, Messiah", "Come and Let Us Worship ", 
"Some Children See Him", "For Unto Us", "When He Came ", "The Lord's Prayer ", 
"Joy to the World" 
Brothers (2005) 
Duets and Solos Recorded by Manuel Garcia & Bruce Raley 
"Can He? Could He? Would He?", "As If I Were the Only One to Love", 
"You Raise Me Up", "He Hideth My Soul", "To Know You More". 
"I've Discovered the Way of Gladness", "Let the Blood of Calvary Speak for Me", 
"My Savior First of All ", "Psalm 13 9 ", "The Love of God", 
"Your Grace Still Amazes Me " 
Glorious Praise (2005) 
Recorded by the Adult Choir & Orchestra 
"The Glory of God", "When I Think About the Lord", "Lord, I Believe in You ", 
"A Voice for You", "When He Was on the Cross ", "I Saw the Light", 
"Jesus, What a Mighty Name ", "All Praise Rising", "The Unseen Hand", 
"When I Meet You ", "Here I Am, Lord", "Holy Are You, Lord", "Midnight Cry ", 
"My Life Is in Your Hands", "Make It Glorious " 
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